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Abstract: 
 
Why do so few contemporary dramatists write in metrical verse? One of the chief 
criticisms levelled at modern verse drama has been that SOD\ZULJKWV¶XVHRI verse 
fails to cohere with contemporary notions of dramatic action. As action-playing is 
largely a matter of text in performance, this thesis assumes that the best way to 
meet this challenge is to approach it as much from the perspective of the actor as 
from that of the playwright, and presents a psychophysical, action-based approach 
to the composition and analysis of metrical dramatic verse.  
 
Verse rhythm is explored through tKHDSSOLFDWLRQRI5XGROI/DEDQ¶VFRQFHSWV of 
Motion Factors and Working Actions, and with reference to contemporary theories 
of cognitive poetics. The rhythms of metrical verse are thereby understood and 
experienced as purposeful movements of the human body which are, in turn, 
understood and experienced as the psychophysical sensations of dramatic action. 
This approach, given the title of the Verse Psychology Game, draws together three 
original concepts: 
 
1. Creating and interpreting dramatic texts according to Stanislavskian notions 
of action is a game, with the playwright as µJDPHZULJKW¶DQGWKHDFWRUs as 
players.  
2. The Motion in Poetry Metaphor: a conceptual metaphor that builds on the 
principles of the Laban-Malmgren System oIµPRYHPHQWSV\FKRORJ\¶
allowing verse rhythms to be understood and experienced as embodied 
sensations of psychophysical dramatic action.  
3 
 
3. HyperactivityDQµLQWHQVLILHG¶IRUPRIDFWLRQ-playing that operates beyond 
WKHOLPLWVRIµQDWXUDOLVWLF¶SHUIRUPDQFH7KLVHQDEOHVDµVSHFLDOLVWgame¶ in 
which verse serves a hyperactive dramatic function.  
 
Within this framework, metrical dramatic verse can be created and interpreted on 
the basis of its performative potential. This is demonstrated through the 
development of a new methodology for metrical analysis, µDFWRUO\¶LQWHUSUHWDWLRQs of 
Shakespearean dramatic verse, a series of training exercises that µVHQVLWLVH¶WKH
playwright to the performative potential of verse rhythm, and the creation of 
original material for a new verse play. This approach also aids actors, directors 
and teachers when making interpretative choices. The theories and techniques of 
the Verse Psychology Game are pedagogical tools that can contribute to broader 
programmes on dramatic writing and inform the methodologies of conservatoire 
actor-training.   
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Prologue: A Playwright Prepares 
 
The goal of this thesis is to present a new action-based approach to the 
composition and analysis of metrical dramatic verse. In developing this approach, I 
outline ways in which verse rhythm may be understood and experienced as 
HPERG\LQJWKHSV\FKRSK\VLFDOµVHQVDWLRQV¶RIGUDPDWLFDFWLRQDQGKRZ, as a 
result, metrical dramatic verse can be created and interpreted on the basis of its 
performative potential; that is, on the basis of its capacity to make a positive 
contribution to the psychologically-motivated interactions of dramatic characters. 
 
The thesis is presented in two parts. The first part, entitled Practice in Theory, 
charts the development of the theoretical framework of the approach. The second 
part, entitled Theory in Practice, documents and demonstrates my work in 
translating the theory into practical techniques. This involves the creation of my 
own methodology for metrical analysis, the application of that methodology in the 
µDFWRUO\¶LQWHUSUHWDWLRQRI6KDNHVSHDUHDQGUDPDtic verse and my use of the 
methodology as a tool for training and composition within my own dramatic writing.  
 
This thesis can thus be described as practice-led research. Carole Gray defines 
VXFKUHVHDUFKDVWKDW³LQLWLDWHGLQSUDFWLFHZKHUHTXHVWLRQVSUREOHPVFKDOOHQJHV
DUHLGHQWLILHGDQGIRUPHGE\WKHQHHGVRISUDFWLFHDQGSUDFWLWLRQHUV´1 and this 
definition has been adopted by practitioner-researchers such as Estelle Barrett 
                                                          
1 ĂƌŽůĞ'ƌĂǇ ? ‘/ŶƋƵŝƌǇƚŚƌŽƵŐŚƉƌĂĐƚŝĐĞ PĚĞǀĞůŽƉŝŶŐĂƉƉƌŽ ŝĂƚĞƌĞƐĞĂƌĐŚƐƚƌĂƚĞŐŝĞƐ ?ŝŶWĞŬŬĂ<ŽƌǀĞŶŵĂĂ ?
ed., No guru, no method: conference proceedings from the research institute (University of Art and Design, 
Helsinki, 1996), 3. 
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and Barbara Bolt2. However, I follow Linda Candy in distinguishing research that is 
µSUDFWLFH-OHG¶IURPWKDWZKLFKLVµSUDFWLFH-EDVHG¶ 
 
There are two types of practice related research: practice-based and practice-led: 
1. If a creative artefact is the basis of the contribution to knowledge, the research 
is practice-based. 
2. If the research leads primarily to new understandings about practice, it is 
practice-led.3  
 
She goes on to explain that:  
 
Practice-led research is concerned with the nature of practice and leads to new 
knowledge that has operational significance for that practice. In a doctoral thesis, 
the results of practice-led research may be fully described in text form without the 
inclusion of a creative work. The primary focus of the research is to advance 
knowledge about practice, or to advance knowledge within practice.4  
 
6XFKUHVHDUFK³LQFOXGHVSUDFWLFHDVDQLQWHJUDOSDUWRILWVPHWKRG´5 and this is the 
case here. In the second part of this thesis I describe and document my own 
creative process. However, the examples of my own dramatic writing are not 
                                                          
2 Estelle Barrett and Barbara Bolt, Practice as Research: Context, Method, Knowledge (New York: I.B.Tauris, 
2007), 147. 
3 >ŝŶĚĂĂŶĚǇ ? ‘Practice based research: ŐƵŝĚĞ ? ? ?CCS Report 1 (Creativity and Cognition Studios, University 
of Technology, Sydney, 2006): 1. 
4 Ibid. 
5 Ibid. 
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considered to be research outputs in themselves, rather they are the means by 
ZKLFK,GHYHORSDQGGHPRQVWUDWHWKH³WKHRULHVDQGWHFKQLTXHV´6 which are the 
original contribution of this thesis. The practical elements of the thesis are 
GRFXPHQWHGWKURXJK³VHOI-GHVFULSWLRQ´7WDNLQJWKHIRUPRIµGLDULVHG¶DFFRXQWVRI
my own creative process as I work within the framework of the Verse Psychology 
Game.  
 
7KHµMRXUQH\¶ of my research may be charted as follows:  
 
The initial research questions arise out of my own practice, they are investigated 
and contextualised within relevant theory, leading to the development of a new 
theoretical framework. This framework then leads to the development of 
techniques which act as the methodology for practice: this is documented and 
submitted to critical reflection, which then feeds back into theories and techniques 
for the purposes of future practice.  
 
The motivation to explore the relationship between dramatic verse and dramatic 
action and to establish, for the first time, a clear set of principles by which to 
understand and exploit the mutually-reinforcing, symbiotic potential of that 
relationship, stems from my work as one of a very limited number of dramatists to 
be creating new verse plays for the contemporary British stage. The primary 
purpose of the research, therefore, has been to further my own practice and to 
                                                          
6 Hazel Smith and Roger T. Dean, Practice-Led Research, Research-Led Practice in the Creative Arts 
(Edinburgh University Press, 2009), 19. 
7 Ibid., 25. 
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communicate the principles of the approach in such a way that they might be put 
to use by other twenty-first century playwrights who are either exploring or might 
be tempted to explore the use of metrical verse within their dramatic writing. In this 
respect, my work here follows the example of T. S. Eliot, who discussed his own 
GUDPDWLFYHUVH³LQWKHEHOLHIWKDWDQ\H[SORUHURUH[SHULPHQWHULQQHZWHUULWRU\PD\
by putting on record a kind of journal of his own explorations, say something of 
use to those who follow him into the same regions and who will perhaps go 
IDUWKHU´8.  
 
As shall become apparent, however, the approach and attitude to dramatic 
YHUVLILFDWLRQGHYHORSHGLQWKLVWKHVLVGLIIHUVIURP(OLRW¶VLQDQXPEer of important 
respects. Whilst Eliot refuses to engage with the acting process and, indeed, 
bemoans the fact that actors must be involved in his drama at all9, I argue that the 
best ± perhaps the only ± way for a playwright to understand, experience and 
EHFRPHµVHQVLWLVHG¶WRWKHUHODWLRQVKLSEHWZHHQYHUVHDQGDFWLRQLVWRDSSURDFK
dramatic verse and the process of dramatic versification from the perspective of an 
DFWRUWRDGRSWZKDW(XJHQLR%DUEDFDOOVWKH³FRPSOHPHQWDU\SRLQWRIYLHZWKDWRI
WKHFUHDWLYHSURFHVVRIWKHLQGLYLGXDOSHUIRUPHUV´10 and to share in what Francis 
)HUJXVVRQFDOOVWKH³KLVWULRQLFVHQVLELOLW\´11 ± that particular quality of experience-
orientatHGLPDJLQDWLRQWKDWIDFLOLWDWHVWKHGUDPDWLFDUWLVW¶V³SHUFHSWLRQRIDFWLRQ´12. 
Crucial to the approach advocated in this thesis is the understanding that neither 
verse rhythm nor dramatic action are inherent qualities of a written text; they are 
                                                          
8 Thomas Stearns Eliot, Selected Prose (London: Penguin Books, 1953), 75. 
9 Thomas Stearns Eliot, The Sacred Wood: Essays on Poetry and Criticism (London: Faber and Faber, 1997), 
58. 
10 Eugenio Barba, The Paper Canoe: A Guide to Theatre Anthropology, trans. Richard Fowler (London: 
Routledge, 1994), 11. 
11 Francis Fergusson, The Idea of a Theater, (Princeton University Press, 1949), 236. 
12 Ibid., 239. 
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experiential qualities of embodied performance. This means that a line of metrical 
verse cannot be rhythmical or active in and of itself, it can only afford rhythmical, 
active performance. Therefore, the only way to understand the performative 
potential of dramatic verse is to approach it as a performer.  
 
This does not mean that in order to write dramatic verse using the approach 
advocated in this thesis one must be or have been a professional actor, but it does 
suggest that for the dramatist ± as Harold Clurman suggests for the director13 ± 
some personal experience of the acting process may prove useful. In this respect, 
my own background as a verse dramatist who also has meaningful experience as 
a professional actor has afforded me a unique perspective on the challenges of 
relating the construction of dramatic verse to the embodied experiences of 
dramatic action. I trained as an actor at Drama Centre London and, alongside the 
development of my writing practice, I have spent the past decade working as a 
professional actor at theatres in London and around the UK14. These experiences 
have left me TXDOLILHGWRDGRSWWKHµFRPSOHPHQWDU\SRLQWRIYLHZ¶0RUHRYHUERWK
the theoretical and the practical understandings of dramatic action advanced in 
this thesis draw heavily on the training I received at Drama Centre London.  
 
The school, now part of the University of the Arts London (UAL), is steeped in the 
WUDGLWLRQVDQGWHFKQLTXHVRI6WDQLVODYVN\DUJXDEO\³WKHPRVWVLJQLILcant and most 
IUHTXHQWO\TXRWHGILJXUHLQWKHKLVWRU\RIDFWRUWUDLQLQJ´156WDQLVODYVN\¶VµV\VWHP¶LV
                                                          
13 Harold Clurman, On Directing (New York: Simon and Schuster, 1997), 170. 
14 For a brief account of my professional experience, see Appendix II. 
15 Jean Benedetti, Stanislavski and the Actor (London: Methuen Drama, 1998), vii. 
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recorded in his own trilogy of books An Actor Prepares16, Building a Character17 
and Creating a Role18 19 and further insights may be gleaned from his 
autobiography My Life in Art20. His approach to acting has been expounded, 
expanded, interpreted and adapted by generations of theatre practitioners, with 
famous names such as Uta Hagen21, Stella Adler22 and Michael Chekhov23 
numbered amongst those to have followed and furthered his work. So ubiquitous 
LV6WDQLVODYVN\¶VLQIOXHQFHWKDW³WKHVWXG\RIKLVLGHDVLVRQDOPRVWHYHU\DFWLQJ
academy timetable, every drama degree syllabus, every theatre studies exam, and 
± be it implicitly or explicitly ± his terms and theories are on the lips of most 
:HVWHUQDFWLQJSUDFWLWLRQHUV´24.  
 
A less well-known, though equally important aspect of the Drama Centre 
programme, is the methodological approach to actor training developed by one of 
WKHVFKRRO¶VIRXQGLQJWHDFKHUV<DW0DOPJUHQ 0DOPJUHQ¶VDSSURDFKFKULVWHQHG
the Laban-Malmgren System by Vladimir Mirodan in his thesis on the subject25, 
expands and adapts the work of the renowned dance practitioner Rudolf Laban for 
the purposes of the actor, augmenting Stanislavskian notions of dramatic action 
ZLWK/DEDQ¶VXQGHUVWDQGLQJRI³DFWLRQDQGHIIRUW´26. As shall become apparent, 
                                                          
16 Constantin Stanislavski, An Actor Prepares, trans. Elizabeth Hapgood (London: Methuen Drama, 2008). 
17 Constantin Stanislavski, Building a Character, trans. Elizabeth Hapgood (London: Methuen Drama, 2008). 
18 Constantin Stanislavski, Creating a Role, trans. Elizabeth Hapgood (London: Methuen Drama, 2008). 
19 dŚĞĂĐĐƵƌĂĐǇŽĨ,ĂƉŐŽŽĚ ?ƐƚƌĂŶƐůĂƚŝŽŶƐŚĂƐďĞĞŶĐŚĂůůĞŶŐĞĚŝŶƌĞĐĞŶƚǇĞĂƌƐ ?ƐĞĞďĞůŽǁ ? ?,ŽǁĞǀĞƌ ?/ĐŝƚĞ
these versions as those familiar to several generations of English-speaking theatre practitioners. 
20 Konstantin Stanislavski, My Life in Art, trans. Jean Benedetti (London: Routledge, 2008). 
21 Uta Hagen, Respect for Acting (London: Macmillan Collier Macmillan, 1973). 
22 Stella Adler, The Art of Acting (New York: Applause, 2000). 
23 Michael Chekhov, To the Actor, (London: Routledge, 2002). 
24 Bella Merlin, The Complete Stanislavsky Toolkit (London: Nick Hern Books, 2007), 3. 
25 sůĂĚŝŵŝƌDŝƌŽĚĂŶ ? ‘dŚĞtĂǇŽĨdƌĂŶƐĨŽƌŵĂƚŝŽŶ ?ƚŚĞ>ĂďĂŶ-Malmgren System of Dramatic Character 
ŶĂůǇƐŝƐ ? ? ? ?WŚ ? ? ?ZŽǇĂů,ŽůůŽǁay, University of London, 1997). 
26 Rudolf Laban, The Mastery of Movement, ed. Lisa Ullmann, 2nd Edition (London: Macdonald & Evans, 
1971) , 74 W89. 
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these complementary aspects of the Drama Centre training are key components in 
the approach to dramatic verse developed in this thesis and, whilst theoretical 
understandings of these systems might be gleaned from written texts ± 
6WDQLVODYVN\¶VV\VWHPIURPKLVRZQZULWLQJV and from those of commentators such 
as Jean Benedetti27, Bella Merlin28, Sonia Moore29 and Sharon Marie Carnicke30, 
and the Laban-Malmgren System from 0LURGDQ¶VWKHVLVDQGIURPERRNVE\-DQ\V
Hayes31 and Christopher Fettes32 ± the embodied understanding I gained from my 
time at the school has been invaluable to the progress of my research.   
 
7KDWWKHQHHGIRUDSOD\ZULJKWWRDGRSWDQDFWRU¶VDWWLWXGHWRYerse and action is a 
core principle of this thesis is reflected in the fact that I spend at least as much 
WLPHGLVFXVVLQJYHUVHIURPDQDFWRU¶VSRLQWRIYLHZDVIURPDSHUVSHFWLYHWKDW
could be regarded as being unique to the dramatist. In attempting to build on the 
ZRUNRISUDFWLWLRQHUVVXFKDV-RKQ%DUWRQZKRVHVWDWHGDLPRI³PDUU\LQJWKHWZR
WUDGLWLRQV´33 (Stanislavskian action-playing on the one hand and Shakespearean 
verse-speaking on the other) creates clear parallels between his interests and my 
own, I find myself speaking not only as an actor but to the actor. By which I mean 
to say that, although this thesis has its origins in questions about the writing 
process, its implications for the acting process are no less significant. 
Furthermore, whilst the number of playwrights either creating or aspiring to create 
                                                          
27 Benedetti, Stanislavski and the Actor. 
28 Merlin, The Complete Stanislavsky Toolkit. 
29 Sonia Moore, The Stanislavski System: The Professional Training of an Actor: Digested from the Teachings 
of Konstantin S. Stanislavski (New York: Penguin Books Ltd, 1984). 
30 Sharon Marie Carnicke, Stanislavsky in Focus (London: Routledge, 2008). 
31 Janys Hayes, dŚĞ<ŶŽǁŝŶŐŽĚǇ PzĂƚDĂůŵŐƌĞŶ ?ƐĐƚŝŶŐdĞĐŚŶŝƋƵĞ (Saarbrüken: VDM Verlag Dr. Müller, 
2010). 
32 Christopher Fettes, WĞŽƉůĞĚ>ĂďǇƌŝŶƚŚ PdŚĞ,ŝƐƚƌŝŽŶŝĐ^ĞŶƐĞ PŶŶĂůǇƐŝƐŽĨƚŚĞĐƚŽƌ ?ƐƌĂĨƚ, (London: 
GFCA Publishing, 2015). 
33 John Barton, Playing Shakespeare (London: Methuen, 1984), 24. 
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original verse drama seems to be, at least at present, very small, the number of 
those either working as or training to become Shakespearean actors is, 
comparatively, great indeed. In establishing an experiential link between verse-
speaking and action-playing, then, the approach advanced in this thesis may find 
application in the acting world, as much as if not more, than in the realms of 
twenty-first century playwriting. 
 
I submit that the principles underpinning my approach to the analysis and 
interpretation of dramatic verse have much to offer the contemporary actor. 
However, this thesis is not intended as an acting manual per se and I suggest that 
further work is required in order to adapt the methodology articulated herein for the 
practical needs of the actor34. The first thing to consider is that whilst I adopt an 
DFWRU¶VSRLQWRIYLHZLQP\GLVFXVVLRQVRIWKHSHUIRUPDWLYHSRWHQWLDORIGUDPDWLF
verse, and whilst the purpose of those discussions is to highlight experiential 
qualities of the verse that might be exploited by the actor, the system of metrical 
analysis that I develop and demonstrate is, of necessity, detailed, technical and, 
doubtlessly, painstaking. In theory, an actor with the patience and capacity for 
such in-depth analytical work could employ this system in precisely the manner 
that I describe. In practice, the majority of actors may prefer and be more 
VXVFHSWLEOHWRDOWHUQDWLYHPHWKRGVRIµVHQVLWLVDWLRQ¶ With this in mind, I suggest 
that my approach to metrical analysis, as presented in this thesis, offers more to 
practitioners engaged in the training of actors than it does to the actors 
themselves. Such practitioners could adapt the principles of the approach to the 
                                                          
34 It is therefore beyond the scope of this thesis to offer a full account of how the principles of the Verse 
Psychology Game might be taken forward as part of an actoƌ ?ƐƌĞŚĞĂƌƐĂůƉƌŽĐĞƐƐŽƌƚŽƐƵŐŐĞƐƚŽƌ
demonstrate acting exercises that adapt my methodology of textual analysis. 
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embodied learning processes appropriate to conservatoire training.  The idea that 
SUDFWLWLRQHUVPD\EHFRPHµVHQVLWLVHG¶WRWKHSHUIRUPDWLYHSRWHQWLDORIPHWULFDO
YHUVHLVFHQWUDOWRWKHDUJXPHQWRIWKLVWKHVLV7KHQRWLRQRIµVHQVLWLVDWLRQ¶
presupposes that some writers and actors may possess an intuitive level of 
sensitivity that allows them to both experience and make use of the rhythmic and 
active qualities of metrical verse without the need for any kind of specialist training 
or analysis. In other words, like any system that seeks to make conscious and 
WUDLQDEOHWKHµP\VWHULRXV¶SURFHVVHVRIFUHDWLYHHQGHDYRXUWKHDSSURDFK
DGYDQFHGKHUHFDQRQO\VXSSOHPHQWUDWKHUWKDQUHSODFHWKHYLUWXHVRIµQDWXUDO
WDOHQW¶  
 
Another consideration is that the acting process is an iterative and collaborative 
endeavour. As the perspective offered here is that of a playwright adopting an 
DFWRU¶VDWWLWXGHWKHGLVFXVVLRQLVUHVWULFWHGWRWKDWSRUWLRQRIDQDFWRU¶VZRUNZLWK
GLUHFWUHOHYDQFHWRWKHSOD\ZULJKW¶VRZQHIIRUWVLQFUHDWLQJ, revising and evaluating 
dramatic verse. This means that the examination of the acting process offered in 
this thesis confines itself to what the Stanislavskian teacher and commentator 
%HOOD0HUOLQFDOOV³PHQWDOUHFRQQDLVVDQFH´35: the process of textual exploration by 
which an individual actor makes a series of preliminary performance choices. In 
order to incorporate this work into a more complete acting methodology, further 
investigation is required into how these initial choices may be explored, shared, 
challenged and refined in the collaborative environment of the rehearsal room. I 
believe that such investigation may prove to be very rewarding and that, again, 
teachers of acting may be the best qualified to carry out such work. However, a 
                                                          
35 Merlin, The Complete Stanislavsky Toolkit, 61. 
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discussion of the more advanced stages of rehearsal lies beyond the scope of the 
present study.  
 
In focussing on the three-way relationship between author, text and actor, I may 
be accused of excluding the audience ± a deadly sin for any theatre practitioner. 
My defence is that, for the reasons given above, I am assuming that until one has 
attained an understanding of what actors might do with dramatic verse, one cannot 
begin to discuss the impact of that verse on an audience with any degree of 
precision. On that basis, I am suspending rather than disregarding questions of 
how the use of dramatic verse might affect the spectator and of the active role of 
the audience in shaping the interpretation of a performance, firm in the belief that 
such considerations are worthy of further investigation and may provide rich fodder 
for future research. 
 
* * * 
 
Before investigating the relationship between dramatic verse and dramatic action it 
is necessary to have a clear understanding of what is meant by each of these 
terms in isolation. What do I mean, then, when I talk of dramatic verse? 
 
(OLRWGHILQHVKLVRZQXVHRIWKHWHUPE\GLVWLQJXLVKLQJEHWZHHQµWKUHHYRLFHVRI
SRHWU\¶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The first is the voice of the poet talking to himself ± or to nobody. The 
second is the voice of the poet addressing an audience, whether large or 
small. The third is the voice of the poet when he attempts to create a 
dramatic character speaking in verse; when he is saying, not what he would 
say in his own person, but only what he can say within the limits of one 
imaginary character addressing another imaginary character.36 
 
(OLRW¶VµWKLUGYRLFH¶LVDXVHIXOZD\RIH[SODLQLQJZKDWZHPHDQE\GUDPDWLFYHUVH,
expand on this description by saying that the dialogue between characters must 
form part of a script for theatrical performance. Eliot, however, clearly identifies 
dramatic versification as a branch of poetry. Of this, Denis Donoghue tells us, we 
VKRXOGEHFDXWLRXV³9HUVHGUDPDLVDSXUHO\WHFKQLFDOSKUDVH,WPDNHVQR
implication whatever as to the quality of the script or of the play as a whole. Unlike 
µSRHWLFGUDPD¶LVLWHQWLUHO\QHXWUDOLQLWVDSSOLFDWLRQ´37. In my view, the value of 
'RQRJKXH¶VLQWHUYHQWLRQLVLQHPSKDVLVLQJWKHQHHGWRPDLQWDLQDGLVWLQFWLRQ
EHWZHHQWKHµSRHWLF¶TXDOLWLHVRIYHUVH± which may have nothing whatsoever to do 
with drama ± and the dramatic qualities of verse ± which may have nothing 
ZKDWVRHYHUWRGRZLWKµSRHWU\¶This distinction DOVRPHDQVWKDWKRZHYHUµSRHWLF¶
DQGLQGHHGµUK\WKPLF¶WKHGLDORJXHIRXQGLQWKHSURVHZRUNVRf playwrights such 
as Tennessee Williams, Howard Barker, Harold Pinter, Samuel Beckett, Edward 
Bond, Carol Churchill, David Mamet, Sarah Kane and others may be, the 
consideration of such plays remains beyond the scope of the present study. 
                                                          
36 Thomas Stearns Eliot, The Three Voices of Poetry (Cambridge University Press, 1954), 3. 
37 Denis Donoghue, The Third Voice: Modern British and American Verse Drama (Oxford University Press, 
1959), 3. 
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However, the use RIWKHWHUPµYHUVH¶PD\QRWLQDQGRILWVHOIOHDGWRWKH
clear-cut, technical understanding that Donoghue seems to suppose. 
 
Throughout this thesis, when I discuss dramatic verse I am discussing 
metrical dramatic verse; that is, dramatic verse written in a recognised and 
identifiable metrical form such as iambic pentameter, trochaic hexameter or 
four-beat accentual metre. Initially, I made the decision to limit my 
exploration of verse in this way simply in order to give appropriate 
parameters to the scope of my research and to avoid confusion over where 
to draw the boundaries between terms such as verse, free verse, prose 
poetry, poetic prose, rhythmical prose, heightened language and so on. As 
my research developed, however, the significance of metrical form became 
increasingly apparent. The cognitive poetics of Reuven Tsur and his theory 
RI³UK\WKPLFDOSHUIRUPDQFH´38 in particular play a leading role in the 
approach to dramatic versification developed in this thesis. Rhythmical 
performance involves an expHULHQFHRIµWHQVLRQ¶DULVLQJIURPWKHSHUIRUPHU¶V
DWWHPSWWRPDNHWZRSDWWHUQV³VLPXOWDQHRXVO\DFFHVVLEOHWRDZDUHQHVV´39. 
These two patterns I come to refer to as the Neutral Line and the Natural 
Line. The Neutral Line is the pattern of the metre: a sequenFHRIµZHDN¶DQG
µVWURQJ¶PHWULFDOSRVLWLRQVRUJDQLVHGDFFRUGLQJWRDSDUWLFXODUVWUXFWXUH7KH
Natural Line is WKHµSURVHSDWWHUQ¶RIWKHOLQH¶VFRQVWUXFWLRQDSDUWLFXODU
sequence of speech sounds, words and phrases. From the recognition of 
these two patterns, it follows that the experiential qualities ascribed to such 
                                                          
38 Reuven Tsur, WŽĞƚŝĐZŚǇƚŚŵ P^ƚƌƵĐƚƵƌĞĂŶĚWĞƌĨŽƌŵĂŶĐĞ෴ PŶŵƉŝƌŝĐĂů^ƚƵĚǇŝŶŽŐŶŝƚŝǀĞWŽĞƚŝĐƐ 
(Brighton: Sussex Academic Press, 2012), 7. 
39 Ibid., 8. 
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µrhythmical performance¶ can only arise from embodied explorations of verse 
written in metre.  
 
In the second half of the thesis, the discussion shifts from a consideration of 
metrical dramatic verse in general to a specific focus on dramatic verse 
written in iambic pentameter. The reasons for this emphasis are discussed 
in Chapter 340 and stem not only from practical considerations but from the 
FRJQLWLYHSULQFLSOHVRI7VXU¶V³SHUFHSWLRQ-orieQWHGWKHRU\RIPHWUH´41 and the 
FRQFHSWRIPHWUHDVD³QHXUDOO\UH´42 first put forward by the poet and scholar 
Frederick Turner and later supported by the evolutionary literary critic Brian 
Boyd43. Building on these discussions, I argue that, when it comes to 
English-language dramatic verse, iambic pentameter is perfectly suited to 
the task in hand: the embodied imitation of an action. 
 
What, then, do we mean by dramatic action? It is possible to distinguish 
three broad types or modes of µaction¶ as the term is used in the discussion 
of drama. These I describe using the terms µIdeological Action¶, µIndustrial 
Action¶ and µInterpersonal Action¶ 
 
%\,GHRORJLFDO$FWLRQ,PHDQWKHSURJUHVVLRQRIDQµLGHD¶WKDWFDQEH
understood as both driving and being unfolded by the events of the play and 
                                                          
40 See section 3.4 
41 Tsur, Poetic Rhythm, 13. 
42 Frederick Turner, Natural Classicism: Essays on Literature and Science (New York: Paragon House 
Publishers, 1985), 61 W105. 
43 Brian Boyd, Why Lyrics Last (Cambridge, Mass: Harvard University Press, 2012), 16 W17. 
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the words and deeds of its characters. Fergusson, in attempting to explicate 
$ULVWRWHOLDQDFWLRQVD\V³,GRQRWPHDQWKHHYHQWVRIWKHVWRU\EXWWKHIRFXV
or aim of psychic life from which the events, in that situation, resuOW´44. This 
explanation bears some resemblance to what Lajos Egri in The Art of 
Dramatic Writing FDOOVWKH³SUHPLVH´45 of a play, giving as an example the 
SUHPLVHRI6KDNHVSHDUH¶VMacbeth DV³UXWKOHVVDPELWLRQOHDGVWRLWVRZQ
GHVWUXFWLRQ´46. The Ideological Action is not the bald statement of such an 
idea but the process of expounding it through the dramatic form. The central 
idea, expressed through the Ideological Action, is what the play is about. 
 
The Ideological Action, then, depends upon but is not the same as the plot. 
The plot ± WKHµPHFKDQLFDO¶SURJUHVVLRQRIHYHQWV± is what I term the 
,QGXVWULDO$FWLRQRIDSOD\µWKLVKDSSHQVWKHQWKLVKDSSHQVWKHQWKLV
KDSSHQV¶While Fergusson is keen to distinguish action from plot47, I 
suggest that the continued and widespread use of the term µaction¶ to refer 
to plot still QHHGVWREHDFNQRZOHGJHG:KHQZHVD\WKDWDSOD\LVµDFWLRQ-
SDFNHG¶ZHDUHWDONLQJDERXWµVWXIIKDSSHQLQJ¶, not about the density of the 
ideas that unfold through the drama. The events of a SOD\¶V,QGXVWULDO$FWLRQ
tend to involve characters doing things to and with one another, which 
brings me to the third mode of dramatic action: Interpersonal Action. 
 
                                                          
44 Fergusson, The Idea of a Theater, 36. 
45 Lajos Egri, The Art of Dramatic Writing: Its Basis in the Creative Interpretation of Human Motives (New 
York: Simon and Schuster, 1972), 2. 
46 Ibid., 4. 
47 Fergusson, The Idea of a Theater, 229 W30. 
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,IWKHFKDUDFWHUVRIDSOD\DUHXQGHUVWRRGDVµIXQFWLRQVRIWKHSORW¶± that is, if 
the things done by the characters are understood as being done simply 
EHFDXVHWKDW¶VZKDWKDSSHQVQH[WLQWKHVWRU\± then the behaviour of the 
characters can be regarded as no more than a facet of the Industrial Action 
of the play. If, however, we are to treat dramatic characters as if they were 
conscious agents exhibiting purposeful, goal-driven behaviour then, whilst 
their deeds remain an integral part of the Industrial Action, they are not 
reducible to plot alone. The basic principle of Stanislavskian acting is that 
³HYHU\WKLQJ\RXGRRQWKHVWDJH± HYHQLI\RX¶UHVLPSO\VLWWLQJLQVLOHQFH± 
has to be for a purpose.´48 By which it is meant that, everything you do on 
the stage as a character must serve a purpose for the character. It is not 
enough to say that I am doing something on stage in order to tell the story, 
RULQRUGHUWRDIIHFWRULQIRUPWKHDXGLHQFHRUEHFDXVHµWKDW¶VZKDWLWVD\VLQ
WKHVFULSW¶,PXVWEHDEOHWRMXVWLI\P\EHKDYLRXUDVSXUSRVHIXOIURPWKH
imagined perspective of the character that I am playing. Put simply, when I 
VWDQGRQVWDJHDQGµUHFLWH¶Oines of text, the situation with which I am 
imaginatively engaged involves my character trying to affect or change the 
situation and/or another character, in a particular way, for a particular reason 
and with the aim of achieving a particular outcome.  
 
This process of characters doing and saying things for a purpose is what 
Stanislavskian practitioners refer to as dramatic action and, as Stanislavsky 
KLPVHOIVD\V³DFWLRQLVWKHFKLHIHOHPHQWRI our art ± genuine, productive, 
                                                          
48 Merlin, The Complete Stanislavsky Toolkit, 132. 
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H[SHGLHQWDFWLRQ´49. Interpersonal Action, then, is my primary concern in this 
thesis and may be glossed as µWKH flow of psychologically-motivated 
behaviour ascribed to dramatic characters¶. This µIORZ¶RI,QWHUSHUVRQDO
Action can be broken down into the goal-directed actions and activities of 
each character50. 
 
$GUDPDWLFFKDUDFWHU¶Vaction DWDQ\JLYHQPRPHQWLVWKH³WDVN´WKDWKHRU
she is carrying out, or attempting to carry out, in order to achieve a particular 
JRDORU³REMHFWLYH´7KLVXVXDOO\LQYROYHVDQDWWHPSWWRDIIHFWRUFKDQJHWKH
behaviour of another character: to make someone else act, think or feel 
differently. For example, my character¶VDFWLRQPLJKWEH µWRJDLQIRUJLYHQHVV
IURPP\PRWKHU¶RUµWRFRQYLQFHP\ORYHUWRDFFHSWP\PDUULDJHSURSRVDO¶
RUµWRZLQWKHYRWHRIP\FRQVWLWXHQW¶RUµWRHOLFLWDIXOOFRQIHVVLRQIURPWKH
murdHUVXVSHFW¶RUµWRPDNHP\FRPPDQGHU believe that his wife has been 
XQIDLWKIXO¶. An action can be broken down into a series of activities. A 
dramatic activity LVDµWDFWLF¶HPSOR\HGE\WKHFKDUDFWHUZLWKWKHDLPRI
fulfilling his or her action within the scene. An activity is described using a 
transitive µDFWLYH¶YHUEVXFKDVµWRLQWLPLGDWH¶RUµWRWHDVH¶RUµWRFRD[¶,IP\
action is µWRJDLQIRUJLYHQHVVIURPP\PRWKHU¶WKHQP\ILUVWDFWLYLW\LQWKH
VFHQHPLJKWEHµWRFKDUP¶7KHSXUSRVHRIWKHDFWLYLW\LVWo fulfil my action: to 
                                                          
49 Cited in sĂƐŝůŝŤKƐŝƉŽǀŝĐŚdŽƉŽƌŬŽǀ ?Stanislavski in Rehearsal: The Final Years, trans. Jean Benedetti 
(London: Routledge, 1998), 215. 
50 dƌĂŶƐůĂƚŝŽŶƐŽĨ^ƚĂŶŝƐůĂǀƐŬǇ ?ƐZƵƐƐŝĂŶƚĞƌŵzadacha have caused no end of confusion amongst English-
speĂŬŝŶŐĂĐƚŽƌƐĂŶĚƚĞĂĐŚĞƌƐŽĨĂĐƚŝŶŐ ?/ƚŚĂƐďĞĞŶǀĂƌŝŽƵƐůǇƌĞŶĚĞƌĞĚĂƐ ‘ŽďũĞĐƚŝǀĞ ? ? ‘ƚĂƐŬ ? ? ‘ƚĂƌŐĞƚ ? ? ‘ĂĐƚŝŽŶ ? ?
 ‘ĂĐƚŝǀŝƚǇ ? ? ‘ǁĂŶƚ ? ? ‘ŝŶƚĞŶƚŝŽŶ ? ?ĞƚĐ ?&ŽƌƚŚĞƉƵƌƉŽƐĞƐŽĨŵǇĂŶĂůǇƐŝƐ ?/ĐŚŽŽƐĞƚŽƵƐĞƚŚĞƚĞƌŵŝŶŽůŽŐǇ
introduced into this country, first at the Drama Centre and then at the RADA, by the respected acting 
teacher Doreen Cannon (herself a first-generation student of Uta Hagen) and which continues to be taught 
ĂƚƚŚĞƐĞƐĐŚŽŽůƐĂŶĚĞůƐĞǁŚĞƌĞ ?>ŝŬĞĂŶŶŽŶ ?/ĨŝŶĚƚĞƌŵƐƐƵĐŚĂƐ ‘ĂĐƚŝŽŶƐ ?ĂŶĚ ‘ĂĐƚŝǀŝƚŝĞƐ ?ŶŽƚŽŶůǇ
accessibly descriptive of their meanings, but also closely aligned with the psychophysical emphasis of the 
Laban-Malmgren System, alongside which they evolved historically.  
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charm my mother into forgiving me. If that activity fails to get me what I want 
then I might try a new one: µWRVKDPH¶IRUH[DPSOH 
 
7KLVLGHDRIGUDPDWLFDFWLRQLVFORVHO\DOOLHGWR6WDQLVODYVN\¶VFRQFHSWRIGUDPDWLF
³WUXWK´51$FWLRQLVWUXWKIXOLILWGLVSOD\V³VRPHNLQGRIORJLFDQGFRKHUHQFH´52 within 
the dramatic context. However, as Bella Merlin is keen WRSRLQWRXW³ORJLFGRHVQ¶W
have to mean mathematical logic: our emotions can have their own logic, which at 
first may seem utterly chaotic, but with time reveals itself to have an absolute 
FRKHUHQFH´53. Put simply, action is truthful if one can provide some form of 
plausible explanation as to why this particular character would behave in this 
particular way in these particular circumstances. One must be careful to maintain a 
GLVWLQFWLRQEHWZHHQµWUXWK¶DQGYHULVLPLOLWXGHEHWZHHQZKDW6WDQLVODYVN\FDOOHG
³VFHQLFWUXWK´DQG³DFWXDOIDFW´54. The former refers to behaviour that can be 
considered logical and coherent within the imagined world and circumstances of 
the play, whereas the latter refers to behaviour that would be considered logical 
and coherent in evHU\GD\OLIH$VWKHDFWRUDQGGLUHFWRU-RKQ+DUURSQRWHV³WKH
µUHDOLW\¶>RUµWUXWK¶@ of a performance has no inherent connection with the degree of 
ILGHOLW\ZLWKZKLFKLWUHSURGXFHVWKHIDFWVRIDFWXDOOLIH´55. This means that 
6WDQLVODYVN\¶VQRWLRQRIGUDPatic truth can be applied just as readily to a work of 
VFLHQFHILFWLRQRUIDQWDV\DVLWFDQWRDµNLWFKHQVLQNGUDPD¶RUWRDQHSLVRGHRID
WHOHYLVLRQVRDSRSHUD7KHVDPHJRHVIRUµQRQ-QDWXUDOLVWLF¶ZULWLQJDQG
SHUIRUPDQFHVW\OHV³LWGRHVQ¶WPDWWHUZKDWJHQUHPHGLXPRUFKDUDFWHUW\SH\RX¶UH
                                                          
51 Stanislavski, An Actor Prepares, 128. 
52 Merlin, The Complete Stanislavsky Toolkit, 114. 
53 Ibid. 
54 Stanislavski, An Actor Prepares, 128. 
55 John Harrop, Acting (London: Routledge, 2004), 43. 
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exploring or how far-IHWFKHGWKHUHDOPVRIWKHVFULSW¶VµUHDOLW\¶PLJKWEH\RXU
FKRLFHVDVDQDFWRUFDQKDYHWKHVDPHGHJUHHRIVSHFLILFLW\WKDW\RX¶GDSSO\WR
SV\FKRORJLFDOUHDOLVP´56. This has immediate implications for a discussion of verse 
GUDPDLQWKDWRQHPD\FRQFHGHWKDWLWLVµXQUHDOLVWLF¶IRUGUDPDWLFFKDUDFWHUVWR
VSHDNLQYHUVHLQWKHVHQVHWKDWLW¶VQRWZKDWUHDOSHRSOHGRHYHU\GD\RQWKH
VWUHHWZLWKRXWDVVXPLQJWKDWLWLVLQKHUHQWO\µXQWUXWKIXO¶$WHQGency to associate 
6WDQLVODYVNLDQDFWLQJVROHO\ZLWKWKHFRQYHQWLRQVRIµSV\FKRORJLFDOUHDOLVP¶FDQEH
traced to the interpretation placed on the approach by proponents of American 
Method acting57. Sharon Marie Carnicke is perhaps foremost amongst those who 
UHMHFWWKLV³DVVXPHGEXWLQDFFXUDWHOLQNEHWZHHQWKHPXOWLYDOHQWWUDLQLQJ6\VWHP
DQGWKHDHVWKHWLFVW\OHRI3V\FKRORJLFDO5HDOLVP´DQGWRLQVLVWWKDW6WDQLVODYVN\¶V
DSSURDFK³FDQWDNHWKHFRQWHPSRUDU\DFWRULQWRDQ\GUDPDWLFVW\OH´58. Carnicke 
places great emphasis on the importance of the Russian word perezhivanie to a 
Stanislavskian understanding of dramatic truth59. Contradicting Hapgood, she 
WUDQVODWHVWKHZRUGDVµH[SHULHQFLQJ¶DQGXVHVLWLQWKHVHQVHWKDWDQDFWRU¶V
VHQVHRIµWUXWK¶FRPHVIURPexperiencing the character and the situation rather 
than µliving¶ it60.  
 
Contemporary Stanislavskians such as Merlin and Carnicke insist that 
6WDQLVODYVN\¶VDSSURDFKLVQRWSXUHO\µSV\FKRORJLFDO¶EXWµSV\FKRSK\VLFDO¶LQ
nature, rooted in the understanding that ³HDFKRI\RXUSK\VLFDODFWLRQVKROGV
within a psychological resonance, and, conversely, your psychological state 
                                                          
56 Merlin, The Complete Stanislavsky Toolkit, 116. 
57 Carnicke, Stanislavsky in Focus, 9 W11. 
58 Ibid., 147. 
59 Ibid., 129 W48. 
60 Ibid., 129. 
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LPSDFWVRQ\RXUSK\VLFDOH[SUHVVLRQ´61 RUSXWVLPSO\WKDW³WKHPLQGDQG
ERG\DUHLQVHSDUDEOH´62. Such an understanding brings Stanislavskian 
practice into line with contemporary theories of embodied cognition, which 
WDNHDVWKHLUVWDUWLQJSRLQWWKHQRWLRQWKDW³WKHPLQGLVLQKHUHQWO\
HPERGLHG´63 and that Cartesian dualism ± the consideration of mind and 
body as separate entities ± must therefore be rejected64. The findings of 
cognitive and neuroscientific research have had a significant impact on 
twenty-first century commentators such as Rhonda Blair, who uses these 
WKHRULHVWRFULWLTXH³WZHQWLHWK-century approaches that compartmentalise 
different aspects of the actor¶VEHLQJ´65 DQGDUJXHVWKDW³FRJQLWLYHVFLHQWLVWV
QHXURSK\VLRORJLVWVDQGSV\FKRORJLVWVDUHSURYLQJWKDW6WDQLVODYVN\«EHJDQ
intuiting something fundamental about how we, as human beings and as 
DFWRUVZRUN´66.  
 
The actor and writer Rick .HPSFDOOVIRUD³VKLIWWRDKROLVWLFFRQFHSWRIWKH
ERG\PLQG´67 within contemporary theatre practice and highlights techniques, 
such as those of Laban and Lecoq, which link µRXWHU¶SK\Vical movements to 
the µLQQHU¶H[SHULHQFHVRISVychological states and processes. /DEDQ¶VZRUN 
³KHOSVDFWRUVWRPDNHWKHFRQQHFWLRQEHWZHHQH[SHULHQWLDOSK\VLFDODFWLYLW\
                                                          
61 Merlin, The Complete Stanislavsky Toolkit, 21. 
62 Carnicke, Stanislavsky in Focus, 222. 
63 George Lakoff and Mark Johnson, Philosophy in the Flesh: The Embodied Mind and Its Challenge to 
Western Thought (New York: Basic Books, 1999), 3. 
64 Ibid., 5. 
65 ZŚŽŶĚĂůĂŝƌ ? ‘Image and Action: Cognitive Neuroscience and Actor Training ? in Bruce McConachie and F. 
Elizabeth Hart, eds., Performance and Cognition: Theatre Studies and the Cognitive Turn, (London: 
Routledge, 2010), 181. 
66 ZŚŽŶĚĂůĂŝƌ ? ‘The Method and the Computational Theory of Mind ?ŝŶDavid Krasner, ed., Method Acting 
Reconsidered: Theory, Practice, Future, (New York: Palgrave Macmillan, 2000), 204. 
67 Rick Kemp, Embodied Acting: What Neuroscience Tells Us About Performance (London: Routledge, 2012), 
xv. 
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DQGWKHLGHDRIGUDPDWLFµDFWLRQV¶DFWLYLWLHVLQWKHSXUVXLWRIDJRDO´68. The 
experiential truth of this connection is at the very heart of the Laban-
Malmgren System and, indeed, at the very heart of this thesis. The 
foundational principle of the Laban-Malmgren System LVWKDW³EHWZHHQ
certain psychological functions and certain physical functions there is a 
GLUHFWFRUUHVSRQGHQFH´69. This echoes, or rather anticipates, the notion of 
holistic embodied cognition. To exploit this psychophysical principle within 
the practical world of actor-training, Malmgren expanded and emphasised 
/DEDQ¶VQRWLRQRI³(IIRUW´VRWKDW³(IIRUWUHSUHVHQWVDGLUHFWDQGPXWXDOO\
reinforcing FRUUHVSRQGHQFHEHWZHHQSK\VLFDODQGSV\FKRORJLFDOHQHUJLHV´70 
7KLVPHDQVWKDWWKHHQHUJ\RIDµSV\FKRORJLFDO¶GUDPDWLFDFWLYLW\FDQEH
understood and experienced as sharing the psychophysical sensation of a 
particular physical movement. As a result, DQDFWLYLW\VXFKDVµWRLQWLPLGDWH¶
can be experienced by the actor and embodied in performance through the 
psychophysical energy of a purposeful physical movement such as Pressing 
ZLWKD3UHVVLQ/DEDQ¶VWHUPVUHIHUULQJWR a Strong/Direct/Sustained 
movement of the human body71).   
 
This foundational principle of the Laban-Malmgren System and its 
implications for this thesis are explored in detail in Chapter 2. For now, 
suffice it to say that the question with which I grapple concerns the capacity 
of metrical dramatic verse to contribute to the Interpersonal Action of drama, 
understood as the flow of embodied, goal-directed behaviour attributed to 
                                                          
68 Ibid., 50. 
69 Mirodan, 'The Way of Transformation', 12. 
70 Ibid., 88. 
71 Laban, The Mastery of Movement, 77. 
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dramatic characters. By the end of this thesis, I aim to have demonstrated 
that metrical dramatic verse does indeed have this capacity and that, 
moreover, this capacity may be consciously explored and exploited within 
the context of contemporary theatre practice. 
 
Before moving on from this introduction it is important to highlight several 
considerations that limit the scope of this investigation.  
 
Firstly, it should be noted that, whilst in contextualising my research questions I 
H[DPLQHWKHDSSDUHQWµIDLOLQJV¶RIWZHQWLHWKFHQWXU\YHUVHGUDPDP\SULPDU\DLP
is to make an original contribution to contemporary practice. This thesis is not 
intended as a work of literary criticism and it is therefore beyond the scope of this 
study to provide a fresh critique of twentieth century verse plays or to update the 
work of previous critics by assessing the artistic merit of more recent attempts to 
create original verse drama by playwrights such as Tony Harrison, Glyn Maxwell 
and Mike Bartlett. In turning my attention to the verse drama of the past century 
my interest is in determining the extent to which the criticisms levelled at twentieth 
century writers might be relevant to the challenges faced by contemporary verse 
dramatists and in examining any modern theories of, and methodologies for 
dramatic versification that might inform the practice of twenty-first century 
playwrights. 
 
A second consideration relates to the application of Stanislavskian and/or 
µSV\FKRORJLFDO¶DFWLQJSULQFLSOHVWRKLVWRULFDOWH[WVVXFKDV6KDNHVSHDUH¶V$VVKDOO
27 
 
become apparent, opinion is divided amongst contemporary critics and 
practitioners as to the value of Stanislavskian approaches to texts written in 
previous centuries. There are, I suggest, two main strands to these ongoing 
GHEDWHV7KHILUVWFRQFHUQVWKHHIIHFWLYHQHVVRIµSV\FKRORJLFDO¶DSSURDFKHVWR
SOD\VVXFKDV6KDNHVSHDUH¶V7KHVHFRQGFRQFHUQVWKHµDSSURSULDWHQHVV¶DQG
µDXWKHQWLFLW\¶RIVXFKDSSURDFKHV)RUWKHSXUSRVHVRIWKLVWKHVLVP\IRFXVLVRQ
the first of these strands. My interest in Stanislavskian approaches to 
Shakespearean verse stems from the assumption that if practitioners have 
discovered effective methodologies for linking verse-speaking and action-playing 
then ± UHJDUGOHVVRIWKHµDXWKHQWLFLW\¶RIVXFKZRUNLQJPHWKRGV± the techniques 
employed by these practitioners may be of use to me in developing a new writing 
methodology for use in the present day. In suggesting that the ideas advanced in 
this thesis may be of use to contemporary Shakespearean actors, my claim is not 
that alternative, non-6WDQLVODYVNLDQDWWLWXGHVWRVXFKWH[WVDUHµZURQJ¶RUµLQIHULRU¶
but merely that iISUDFWLWLRQHUVFKRRVHWRDSSURDFK6KDNHVSHDUH¶VYHUVHIURPDQ
action-playing perspective then the theories and techniques of the Verse 
Psychology Game might allow them to do so more effectively. A broader 
GLVFXVVLRQFRQFHUQLQJWKHµDSSURSULDWHQHVV¶DQGWKe overall artistic merit of 
µSV\FKRORJLVLQJ¶6KDNHVSHDUHOLHVEH\RQGWKHVFRSHRIWKHSUHVHQWVWXG\ 
 
Thirdly, it should be noted that whilst I demonstrate, through my own practice, 
techniques and exercises that could be employed by other playwrights and 
included as part of a dramatic writing programme, I do not attempt to offer an 
account of teaching those techniques to other dramatists or dramatic writing 
students. An investigation of that process ± perhaps in the form an extended 
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action research project ± is a further phase of work and lies beyond the scope of 
the present study. 
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Chapter Overview: 
 
Part 1: Practice in Theory 
 
Chapter 1: Active Measures 
 
In this chapter I situate my research within the context of contemporary theatre 
practice and explore the challenges of relating dramatic verse to dramatic action 
by examining criticisms of English-language verse drama written in the twentieth 
century. Having identified T. S. Eliot as the only twentieth century verse dramatist 
working in the English language to offer a coherent, documented account of his 
attempts to address these challenges, I offer a critique of his approach, and 
conclude that a contradiction emerges within his theory of dramatic versification: 
having specified that verse must adhere to the principle of dramatic utility, the 
positive function he ascribes to verse in drama is found to be inherently 
µXQGUDPDWLF¶LQYROYLQJWKHµVXVSHQVLRQ¶RIGUDPDWLFDFWLRQIRUWKHSXUSRVHVRI
HPRWLRQDOH[SUHVVLRQ$VDUHVXOW(OLRW¶VVROXWLRQWRWKHDSSDUHQWµSUREOHPRI
DFWLRQ¶FDQRQO\EHUHJDUGHGDVDnegative solution: his notion of dramatic utility 
prohibits verse from obstructing dramatic action but no coherent explanation is 
offered as to how verse might contribute WRGUDPDWLFDFWLRQ(OLRW¶VGLsmissive view 
of actors and the acting process is also highlighted and contrasted with my own 
assumption that engaging with the challenges, and indeed the opportunities, that 
dramatic verse might present for modern day actors can play a vital role in 
understanding its performative potential. 
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Attention is then turned to contemporary approaches to interpreting dramatic verse 
for performance, with a particular focus on links made between dramatic verse and 
action-playing. It is noted that writers on Stanislavskian acting technique tend to 
either ignore the issue of verse altogether or to direct readers to the work of 
SUDFWLWLRQHUVZKRVSHFLDOLVHLQµYRLFHDQGWH[W¶WUDLQLQJIRUDFWRUV6LPLODUO\
practitioners who provide actors with advice about verse-speaking tend to either 
ignore issues of action-playing or to acknowledge the concept without making 
FOHDUKRZWKLVUHODWHVWRWKHDFWRU¶VZRUNRQWKHYHUVH:KHQLWFRPHVWR
addressing this issue, the most explicit statement of intent is made by John Barton 
in aQQRXQFLQJWKHQHHGWR³PDUU\WKHWZRWUDGLWLRQV´72%DUWRQ¶VZRUNVXJJHVWVWKDW
links can be made between verse-speaking and action-playing, but the precise 
nature of those links remains unclear and, more often than not, qualities ascribed 
to the verse are µHPRWLRQDO¶RUµSRHWLF¶UDWKHUWKDQDFWLYH 
 
$ELJDLO5RNLVRQ¶VFULWLTXHRIGRPLQDQWDSSURDFKHVWRLQWHUSUHWLQJGUDPDWLFYHUVH
for performance raises a further issue. She is highly critical of the fact that 
practitioners such as Peter Hall treat features oI6KDNHVSHDUH¶VYHUVHDV
µLQVWUXFWLRQV¶IRUWKHDFWRUEDVLQJWKHLULQWHUSUHWDWLRQVRIWKHYHUVHRQWKHLU
DSSDUHQWDELOLW\WRGHFRGHWKHDXWKRU¶VLQWHQWLRQV73. Rokison argues that such 
approaches are both dubious in theory and undesirable in practice, involving 
IDOODFLRXVDSSHDOVWRDXWKRULW\DQGVWLIOLQJWKHDFWRU¶VLQWHUSUHWative freedom. 
)ROORZLQJKHUDUJXPHQW,VXJJHVWWKDWWRDFFHSWVXFKµSUHVFULSWLYH¶DSSURDFKHV
may be just as damaging for the writing process as it is for the acting process, 
                                                          
72 Barton, Playing Shakespeare, 15. 
73 Abigail Rokison, Shakespearean Verse Speaking: Text and Theatre Practice (Cambridge University Press, 
2010), 8 W36. 
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reducing WKHDUWRIPHWULFDOFRPSRVLWLRQWRDVHHPLQJO\µDUELWUDU\¶FRGLQJV\VWHP
However, I argue that whilst liberating the actor from the prescriptions of the 
playwright (or of the authority ZKRFODLPVWRXQGHUVWDQGWKHSOD\ZULJKW¶VZLOOPLJKW
be desirable in LWVHOILWFRXOGFUHDWHDQµLV-RXJKWJDS¶LQWKHSURFHVVRIDQDO\VLQJ
and interpreting dramatic verse: if the features of dramatic verse do not place any 
restrictions on the interpretive choices of the actor, then how can an analysis of 
those features tell XVDQ\WKLQJDERXWKRZWKHYHUVHµRXJKW¶WREHSHUIRUPHG" 
 
If, as my research suggests, there is neither an extant account of a coherent 
writing methodology for making dramatic verse active nor a documented approach 
to interpreting dramatic verse for performance in which verse-speaking and action-
playing are linked explicitly and consistently, then I submit that there are two main 
routes to achieving the aims of this thesis. The first would be to search for 
examples of texts and performances that, on the bDVLVRIµP\VWHULRXVLQWXLWLRQV¶
µIHHO¶PRUHDFWLYHWKDQRWKHUV7KHWDVNWKHQZRXOGEHWRGLVVHFWWKRVHH[DPSOHVLQ
DQHIIRUWWRLGHQWLI\WKHIHDWXUHVWKDWPDGHWKHPµVXFFHVVIXO¶DQGWRµGHGXFH¶D
methodology that would allow similar features to be instilled in and/or facilitated by 
a new piece of writing. The second route ± and the path that I follow in this thesis ± 
is to examine the essential features of metrical verse, to ask how, in principle, 
those features might contribute to the creation and embodiment of dramatic action, 
and to develop strategies that would allow that potential to be realised. It would not 
be possible to explore both avenues fully whilst maintaining sensible limits on the 
scope of this investigation. My reasons for choosing the second route are as 
follows:  
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)LUVWO\WKHLGHDRIFUHDWLQJQHZYHUVHGUDPDE\SLFNLQJRXWH[DPSOHVRIµJRRG¶
dramatic verse and seeking to imitate them has been tried before ± most notably 
by Romantic poets such as Shelley and Keats ± and those experiments have 
generally been regarded as unsuccessful74. By first developing a theoretical 
framework within which to understand the active potential of metrical verse and 
WKHQVHHNLQJWRH[DPLQHYHUVHVXFKDV6KDNHVSHDUH¶VZLWKLQWKHFRQWH[WRIWKDW
framework, I aim to learn from such examples without falling into the trap of 
imitating an author rather than an action. Secondly, critics such as Donoghue and 
Hinchliffe have provided extensive critiques of the plays produced by modern 
verse dramatists. Such studies have revealed a great deal about why many 
WZHQWLHWKFHQWXU\YHUVHSOD\VPLJKWEHFRQVLGHUHGµIDLOXUHV¶EXWWKH\KDYHQRW
provided ± in clear and explicit terms ± a strategy by which future dramatists might 
OHDUQWRµVXFFHHG¶:KLOVWWKHHIIRUWVRIWKRVHFULWLFVFould be updated to include 
the works of more recent verse dramatists, I see no reason to suppose that simply 
repeating such an approach should yield different results when it comes to 
furthering the practice of contemporary writers. Thirdly, if, as the work of 
Donoghue and Hinchliffe suggests, it is easier for such an approach to pinpoint the 
UHDVRQVIRUµIDLOXUH¶WKDQWKRVHIRUµVXFFHVV¶, then a writing methodology gleaned 
from such observations is likely to be based ± DV,DFFXVH(OLRW¶VRIEHLQJ± on the 
DYRLGDQFHRIµQHJDWLYH¶IHDWXUHVUDWKHUWKDQRQWKHDFWLYHSXUVXLWRIµSRVLWLYH¶ones.  
 
 
  
                                                          
74 Donoghue, The Third Voice, 18-31. 
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Chapter 2: Motion in Poetry 
 
This chapter proposes a new theoretical framework for the construction and 
interpretation of metrical dramatic verse in which the verse might be understood as 
making a positive contribution to the Interpersonal Action of a play. This framework 
brings together three concepts developed in response to the challenges identified 
in the previous chapter.  
 
The first is that Stanislavskian acting can be understood as following the structure 
of a game that is played in accordance with a set of constitutive rules. These rules 
demand plausible and playable performance choices made in line with 
Stanislavskian notions of dramatic truth and dramatic action, and these rules are 
accepted by the player precisely because they make the game of Stanislavskian 
acting possible. 7KLVJDPHVWUXFWXUHKDVWKHSRWHQWLDOWRFORVHWKHµLV-RXJKWJDS¶RI
interpretative practice, thereby allowing both playwrights and actors to make 
informed judgements about the success or appropriateness of a particular line or 
performance choice, whilst still allowing both sets of practitioners a considerable 
degree of artistic freedom.  
 
The second concept is that of dramatic hyperactivity. I argue that if verse can be 
understood as intensifying rather than diminishing the pursuit of dramatic action 
WKHQLWFDQIXQFWLRQDVDVSHFLDOLVWµOXVRU\WRRO¶ZLWKLQDVSHFLDOLVHGYHUVLRQRIWKH
Stanislavskian acting game.  
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The third concept is what I refer to as the Motion in Poetry Metaphor. Lakoff and 
Johnson have argued that the use of metaphor is not merely a poetic or rhetorical 
trope, but an essential feature of the way in which human beings come to 
understand and experience themselves and the world around them75. There is an 
example of what Lakoff and Johnson call a conceptual metaphor at the heart of 
the Laban-Malmgren System: ³psychological action is physical action´76. The 
application of this metaphor allows theatre practitioners to understand and 
experience dramatic actions and activities in terms of physical movements and, 
PRUHVSHFLILFDOO\LQWHUPVRIDKXPDQEHLQJ¶VJRDO-directed sensorimotor acts. I 
suggest that the experiential qualities of verse rhythm are often understood in 
terms of a similar conceptual metaphor: verse rhythm is physical movement. By 
extending and systematising this metaphorical understanding of verse rhythm in 
OLQHZLWK/DEDQ¶VDQDO\VLVRISK\VLFDOPRYHPHQW,VXJJHVWWKDWWKHWZRPHWDSKRUV
can be conflated. As a result, verse rhythms are understood and experienced as 
purposeful movements of the human body, which are, in turn, understood and 
experienced as the psychophysical sensations of dramatic action. In other words, 
rhythmical performances of metrical verse can embody psychophysical dramatic 
activities. 
 
$VDQDFNQRZOHGJPHQWRIWKHSULQFLSOHVRIµPRYHPHQWSV\FKRORJ\¶WKDWXQGHUSLQ
the Laban-Malmgren System, I call the framework that encompasses the three 
concepts of acting-as-game-playing, dramatic hyperactivity and the Motion in 
Poetry Metaphor, the Verse Psychology Game. 
                                                          
75 George Lakoff and Mark Johnson, Metaphors We Live By, New Edition (University of Chicago Press, 2003), 
3 W6. 
76 sůĂĚŝŵŝƌDŝƌŽĚĂŶ ? ‘ĐƚŝŶŐƚŚĞDĞƚĂƉŚŽƌ PdŚĞ>ĂďĂŶ WMalmgren System of Movement Psychology and 
ŚĂƌĂĐƚĞƌŶĂůǇƐŝƐ ? ?Theatre, Dance and Performance Training 6, no. 1 (2 January 2015): 40. 
35 
 
 
Chapter 3: Rhythm Games 
 
In this chapter I argue that, in order to complete the game structure I have 
articulated, an understanding is required of the constitutive rules governing the 
perception and interpretation of verse rhythm. This requires an exploration of the 
metrical and cognitive principles of verse rhythm and an explanation as to how and 
why perceptions of metrical verse might give rise to experiential qualities of 
physical movement in a way that sets it apart from text written in prose, thus 
facilitating dramatic hyperactivity. I consider WKDW5HXYHQ7VXU¶VWKHRU\RIFRJQLWLYH
poetics offers a usefully coherent explanation of metrical verse rhythm, having 
significant advantages over humanist and generativist theories, and that his 
notions of rhythmical performance and rhythmic competence are perfectly suited 
to the game-SOD\LQJIUDPHZRUNRXWOLQHGLQ&KDSWHU,DUJXHWKDW7VXU¶VWKHRULHV
are not only compatible with the principles of the Motion in Poetry Metaphor, but 
that his explanation of rhythmical performance may be improved and enhanced 
through the application RIWKLVPHWDSKRULFDOFRQFHSW7VXU¶VSHUFHSWLRQ-oriented 
theory of metre allows a further constitutive rule to be articulated for the Verse 
Psychology Game: performance choices must be perceivable. That is, a 
performance choice must, in accordance with 7VXU¶VSULQFLSOHVRIUK\WKPLFDO
performance, provide µSHUFHSWXDOVROXWLRQV¶WRWKHµSHUFHSWXDOSUREOHPV¶SUHVHQWHG
by the construction of the verse. 
 
The final section of this chapter is focused on the study of iambic pentameter, and 
H[SORUHVWKHDGYDQWDJHVRIWKLVSDUWLFXODUYHUVHIRUPE\GUDZLQJRQ7VXU¶V
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cognitive principles aQGRQWKHQRWLRQRIPHWUHDVDµQHXUDOO\UH¶77. This discussion 
completes the theoretical framework for my approach to dramatic verse and 
attention then turns to the task of translating these principles into practical 
methodologies for analysis and composition. 
 
Part 2: Theory in Practice 
 
Chapter 4: The Anatomy of Verse 
 
$OWKRXJK7VXU¶VWKHRULHVFRQWUDGLFWWKHSULQFLSOHVRIKXPDQLVWDQGJHQHUDWLYLVW
scansion, he does not offer an alternative systematic approach to metrical analysis 
that would bring all of the relevant perceptual features of verse construction to the 
attention of the performer78. This chapter outlines a new system of metrical 
DQDO\VLVGHYHORSHGLQOLQHZLWK7VXU¶VSULQFLSOHVDQGWKRVHRIWKH9HUVH
Psychology Game. The aim of the methodology is to avoid the apparent pitfalls of 
humanist and generativist scansion, whilst ensuring that due attention is drawn to 
every relevant perceptual feature of verse construction. 
 
7DNLQJLQVSLUDWLRQIURP/DEDQ¶VSURFHVVRIGLVWLOOLQJSK\VLFDOPRYHPHQWLQWRIRXU
elements or Motion Factors, this new system of scansion analyses lines of iambic 
pentameter in terms of four µMetrical Factors¶. The perceptual features of metrical 
                                                          
77 dŚŝƐŝƐƚŚĞŝĚĞĂƚŚĂƚĐĞƌƚĂŝŶŵĞƚƌĞƐ ?ŝŶĐůƵĚŝŶŐŝĂŵďŝĐƉĞŶƚĂŵĞƚĞƌ ?ĞǆƉůŽŝƚƚŚĞ ‘ƌŚǇƚŚŵƐ ?ŽĨĞŵďŽĚŝĞĚ
human cognition. See section 3.4. 
78 The word performer is used here to refer not only to actors but to other practitioners, including the 
playwright. The principle being that verse rhythm is a feature of performance, even if that performance is 
enacted silently by the reader.  
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verse are thus described in terms of Bones, Joints, Muscle Tone and Muscle 
Tissue and the process of metrical scansion is given the name of the Anatomical 
Approach. This analytical approach does not obviate the fact that performers with 
high levels of intuitive rhythmic competence can arrive at rhythmical and, indeed, 
hyperactive performance choices without employing conscious means of metrical 
analysis. In other words, the Verse Psychology Game can be played successfully 
± and the text for the game wrought ± without the use of the Anatomical Approach. 
The use of the approach is therefore regarded, not as a constitutive rule of the 
game, but DVDµUXOHRIVNLOO¶ZLWKLQLW 
 
The value of the approach resides in its capacity to explain how and why a 
particular verse construction might give rise to particular experiential qualities and 
to facilitate the possibility of a systematic, conscious decision-making process on 
the part of playwrights and other theatre practitioners. More practically, the 
advantage of the approach is that, by bringing to attention features of verse 
construction that might otherwise go unnoticed and by encouraging rhythmical 
performance choices that take account of those features, it can be used as a 
WUDLQLQJWRROWRµVHQVLWLVH¶WKHSUDFWLWLRQHUWRWKHperformative potential of metrical 
dramatic verse, thereby expanding and developing his or her rhythmic 
competence. Learning such rules of skill might be compared to a dancer working 
at the barre, or to DPXVLFLDQSOD\LQJVFDOHVLWPD\VHHPµWHFKQLFDO¶DQGpedantic, 
but artists who practice such techniques do not do so in order to quell or counter 
their own creativity. The hope is that, when inspiration strikes, these skills will be 
there to augment it.  
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Chapter 5: Playing the Game 
 
In order to demonstrate the effectiveness of the Anatomical Approach, used in 
accordance with the principles of the Verse Psychology Game, this chapter 
documents my own application of the methodology to lines of Shakespearean 
verse797KHLQWHUSUHWDWLRQVRIIHUHGDUHQRWLQWHQGHGWREHGHILQLWLYHRUµFRUUHFW¶
prescriptions for other performers but, on the contrary, to serve as examples of 
how these principles and tools can lead to plausible, perceivable and playable 
choices that adhere to the constitutive rules of the game whilst remaining the 
µSHUVRQDOLVHG¶LQWHUSUHWDWLRQVRIWKHSHUIRUPHU 
 
Due to the level of detail involved in the discussion and analysis of the verse 
constructions, it has been necessary to focus on a small number of lines. With that 
in mind, the examples have been chosen to reflect particular challenges arising in 
the active interpretation of metrical dramatic verse. Lines from Hamlet and A 
0LGVXPPHU1LJKW¶V'UHDP that might otherwise be regarded as serving 
µHPRWLRQDO¶RUµO\ULFDO¶IXQFWLRQV are interpreted on the basis of their capacity to 
make a positive contribution to the action of the play. Examples drawn from 
Othello and Macbeth serve to demonstrate that shared lines need not be treated 
DVµKLGGHQ¶LQVWUXFWLRQVIURPWKHDXWKRUQRUDVWKRXJKWKH\ZHUHDVLQJOH
SKHQRPHQRQUHTXLULQJDµRQHVL]HILWVDOO¶DSSURDFKWRWKHLULQWHUSUHWDWLRQ+HUH
the lines are understood as presenting particular sets of rhythmical affordances 
                                                          
79 /ƚƐŚŽƵůĚďĞŶŽƚĞĚƚŚĂƚƚŚĞĞĨĨĞĐƚŝǀĞŶĞƐƐŽĨƚŚĞĂƉƉƌŽĂĐŚĚŽĞƐŶŽƚŝŵƉůǇŝƚƐ ‘ĂƵƚŚĞŶƚŝĐŝƚǇ ? ?/ĂŝŵƚŽƐŚŽǁ
ƚŚĂƚƚŚĞsĞƌƐĞWƐǇĐŚŽůŽŐǇ'ĂŵĞĐĂŶďĞƉůĂǇĞĚƐƵĐĐĞƐƐĨƵůůǇƵƐŝŶŐ^ŚĂŬĞƐƉĞĂƌĞ ?ƐƚĞǆƚ ?ƚŶŽƉŽŝŶƚĚŽ/ĐůĂŝŵ
ƚŚĂƚƚŽƉůĂǇƚŚĞŐĂŵĞŝŶƚŚŝƐǁĂǇŝƐ ‘ƚƌƵĞ ?ƚŽƚŚĞŝŶƚĞŶƚŝŽŶƐŽĨƚŚĞĂƵƚŚŽƌŽƌƚŽƚŚĞƉƌĂĐƚŝĐĞƐŽĨƚŚĞ
Elizabethan theatre. 
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that can be given active interpretations, which respond to the specific features of 
the construction within its dramatic context and do not necessitate fallacious 
appeals to authority. The final section of the chapter analyses a short excerpt from 
Richard III LQZKLFKWKHDSSDUHQWO\µDUWLILFLDO¶FRQVWUXFWLRQRIDQH[FKDQJHEHWZHHQ
Richard and Lady Anne is shown to afford a series of plausible, perceivable and 
playable choices. 
 
The demonstration of the methodology in this chapter serves a number of 
purposes within the development of the thesis: 
- It illustrates that the Anatomical Approach can be an effective tool for the 
analysis of metrical dramatic verse.  
- It legitimises the idea of composing verse in accordance with the principles of 
the Verse Psychology Game by showing that the use of these principles can 
lead to verse serving a positive dramatic function within the action of a play. 
- ,WVKRZVWKDWWKHSURFHVVRIµSOD\LQJWKHJDPH¶FDQEHXVHGDVDWUDLQLQJWRRO
in YHUVHGUDPDWLVWV¶HIIRUWVWRµVHQVLWLVH¶WKHPVHOYHVWRWKHSHUIRUPDWLYH
potential of verse rhythm. 
- It lays the foundations for a new approach to interpreting dramatic verse as 
part of the iterative and creative processes of embodied performance practice, 
giving credence to the idea that practitioners could incorporate the principles of 
the Verse Psychology Game into contemporary systems of actor-training and 
theatrical rehearsal. 
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Chapter 6: Gaming the Play 
 
In this chapter attention is turned to the practical possibilities of applying the 
principles of the Verse Psychology Game to the writing process. I argue that, in 
assuming the role of µSOD\ZULJKW-as-gamewright¶, I can make informed judgements 
about the dramatic value of my verse constructions and ensure that my own 
plausible and playable choices for the text are perceivable affordances of the lines. 
I further argue that WKHEHVWZD\IRUPHWRDVVHVVDQGEHFRPHµVHQVLWLVHG¶WRWKH
performative potential of metrical dramatic verse is to play the Verse Psychology 
Game with my own text as an integral part of the writing process.  
 
I demonstrate the use of the Motion in Poetry Metaphor as a training tool by 
describing and documenting my own writing exercises. These involve composing 
and refining verse lines RQWKHEDVLVRISV\FKRSK\VLFDOVHQVDWLRQVµPLPLFNLQJ¶
Shakespearean constructions on the basis of the psychophysical sensations that 
they generate in me, composing variations on a given text in order to facilitate 
different psychophysical activities, and using the principles of the Anatomical 
Approach to challenge and develop my intuitive rhythmic competence. 
 
I then document my own application of these principles within the creation of 
original material for a new work of verse drama. Focusing on two excerpts from my 
play The Lady of the Lake, I present two different ways of employing the 
methodologies of the Verse Psychology Game as part of the writing process. The 
first involves a process of planning, experimenting, reflecting and refining, so that 
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the metrical construction of lines is continually challenged, analysed and altered 
during the act of composition, with the result that my own creative choices 
µHPHUJH¶RXWRIDQLWHUDWLYHF\FOHRIµTXHVWLRQDQGDQVZHU¶7KHVHFRQGLQYROYHVD
greater separation of the compositional and analytical phases of the process, so 
that material is composed on the basis of psychophysical sensations and only 
subjected to conscious analysis after the fact, thereby allowing more room for 
creative intuition whilst relying more heavily on the rhythmic competence of the 
writer. Both variations operate within the principles of the Verse Psychology Game 
and both are understood to be equally valid. 
 
(SLORJXH:KDW¶VLQD*DPH" 
 
In the conclusion to the thesis I assess the success and the limitations of the new 
approach that has been developed to composing and analysing metrical dramatic 
verse and offer suggestions for further research. These include the possibilities of 
extending the system of textual analysis and composition, adapting the approach 
to the requirements of actor-training and professional rehearsal, and exploring the 
potential impact of hyperactive rhythmical performance on theatre audiences. 
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Part One: Practice in Theory 
 
 
 
Chapter 1: Active Measures 
 
 
1.1 Why Verse? Why Not? 
 
I first became interested in writing dramatic verse whilst training as an actor. It 
started with a homework exercise. My classmates and I were being introduced to 
the principles of verse-speaking and, in order to enhance our appreciation of the 
works that we were trying to get our heads and mouths around, we were instructed 
to go home that evening and try composing a line or two of our own. I arrived at 
school the next day ± under-slept and over-caffeinated ± with a notebook full of 
what were, in aOOOLNHOLKRRGUDWKHUIHHEOHµPLJKW\OLQHV¶DQGDVXGGHQHQWKXVLDVP
for the idea of writing plays in verse. I started writing speeches and then scenes, 
and, although upon graduating from the school I was fortunate enough to embark 
on a modestly successful acting career, I continued to write. And I continued to 
write in verse.  
 
I soon became aware that not everyone shared my enthusiasm. A number of 
people found the idea of having new plays in verse quite exciting. Others were 
more sceptical. The question I was asked most often, both by those who seemed 
genuinely interested and by those who seemed rather eager to be dismissive, 
ZDV³:K\YHUVH"´,QLWLDOO\,ZDVKDSS\HQRXJKWRVKUXJP\VKRXOGHUVDQGVD\
³:K\QRW"´%XWDVWLPHZRUHRQDQGDVZULWLQJGUDPDWLc verse became, not 
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merely a hobby, but an important part of my professional creative practice, this 
question ± why verse? ± occupied my mind more and more. I knew that I felt 
passionately about it. I knew that dramatic verse did something to me ± as a 
writer, as an actor, as an audience member ± but quite what that was I found 
impossible to articulate. The paucity of new verse drama could be viewed as an 
opportunity ± ³LIDSRHWZHUHHPEROGHQHGWRWDNHEODQNYHUVHEDFNWRLWVGUDPDWLF
roots, the field coulGKDUGO\EHPRUHRSHQ´80 ± but was there any dramatic value in 
writing plays in verse in the twenty-first century? That was the real question. The 
desire to answer it came not only from intellectual curiosity (nor, indeed, only from 
the need for a better comeback) but from a simple, practical concern: I wanted to 
know how to get better at writing dramatic verse and in order to do that I needed a 
clearer sense of ZKDWµEHLQJEHWWHU¶PLJKWHQWDLO 
 
There are no manuals for the contemporary verse dramatist. There are plenty of 
µKRZWR¶JXLGHVIRUSOD\ZULJKWV81, and plenty for poets82 ± and there is undoubtedly 
a great deal that an aspiring verse dramatist might glean from the advice 
contained therein ± but no twenty-first century guides to writing dramatic verse as 
a discipline in its own right. Given that high profile productions of new, original 
verse plays have remained something of a rarity in recent decades83, this is 
perhaps unsurprising. Some such plays have been produced. Glyn Maxwell, for 
example, has had several new verse plays produced since the turn of the 
                                                          
80 Robert B. Shaw, Blank Verse: A Guide to Its History and Use (Athens, Ohio: Ohio University Press, 2007), 7. 
81 e.g. Stuart Spencer, dŚĞWůĂǇǁƌŝŐŚƚ ?Ɛ'ƵŝĚĞďŽŽŬ (New York: Faber and Faber, 2002); Noël Greig, 
Playwriting: A Practical Guide (London: Routledge, 2004); Sam Smiley and Norman A Bert, Playwriting: The 
Structure of Action (New Haven: Yale University Press, 2005). 
82 e.g. Peter Sansom, Writing Poems (Newcastle upon Tyne: Bloodaxe Books Ltd, 1993); Mary Oliver, A 
Poetry Handbook (San Diego: Harcourt Publishers, 1994); John Whitworth, Writing Poetry (London: A & C 
Black Publishers, 2006). 
83 Lyn Gardner,  ‘WůĂǇƐŝŶsĞƌƐĞtĞƌĞůůƚŚĞZĂŐĞ ?ďƵƚtŚǇƌĞdŚĞǇDŝƐƐ ŶŐĨƌŽŵƚŚĞ^ƚĂŐĞ ? ? ?The 
Guardian, 11 November 2011. 
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century84, Tony Harrison had a verse play on the stage of the National Theatre85, 
DQGGXULQJWKHWLPHWKDW,KDYHEHHQZRUNLQJRQWKLVWKHVLV0LNH%DUWOHWW¶VYHUVH
play King Charles III86 proved a hit in the West End and on Broadway87. The very 
fact that these plays exist ± even if they are few and far between ± might 
encourage the view that there is some hope for verse drama as a medium for 
creating new work. In themselves, however, they do not provide a clear set of 
principles for dramatic versification. If some of these plays can provide examples 
RIµJRRG¶RUµEDG¶GUDPDWLFYHUVHWKHQZKDWEH\RQGRXULQWXLWLYHUHVSRQVHV
PDNHVLWµJRRG¶DQGZKDWDSDUWIURPWKHIDFWWKDWLWDSSHDUVLQWKHIRUPRIDplay 
script, makes the verse dramatic? It may well be that these dramatists have their 
own theories and methodologies for making verse dramatic and their own sets of 
criteria for judging the success of their work, but, throughout my research, looking 
for published accounts from twenty-first century verse dramatists, providing an 
explicit, coherent and above all dramatic DQVZHUWRWKHTXHVWLRQ³ZK\YHUVH"´
proved a fruitless task. Introducing his collection of verse plays, Maxwell 
FRPPHQWVWKDW³WKH\DUHZULtten in verse not for reasons of aesthetics or culture or 
QRVWDOJLDEXWEHFDXVHSRHWVZULWHLQYHUVHDQGDSRHWZURWHWKHVH´88 In itself, this 
LVQRWPXFKPRUHLQIRUPDWLYHWKDQ&KULVWRSKHU)U\¶VDVVHUWLRQPDGHLQWKH
                                                          
84 Glyn Maxwell, Plays One (London: Oberon Books, 2005). 
85 Tony Harrison, Fram (London: Faber & Faber, 2008). 
86 Mike Bartlett, King Charles III (London: Nick Hern Books, 2014). 
87 /ŶƚŚĞĐĂƐĞŽĨĂƌƚůĞƚƚ ?ƐƉůĂǇƚŚĞƌĞĚŽĞƐƐĞĞŵƚŽďĞĂĨĂŝƌůǇĐůĞĂƌĂŶƐǁĞƌƚŽƚŚĞƋƵĞƐƚŝŽŶ ? ‘ǁŚǇǀĞƌƐĞ ? ?dŚĞ
ƉŝĞĐĞŝƐďŝůůĞĚĂƐĂ ‘ĨƵƚƵƌĞŚŝƐƚŽƌǇƉůĂǇ ?ĂŶĚ^ŚĂŬĞƐƉĞĂƌĞĂŶĂůůƵƐŝŽŶƐĂďound. The main function of the verse 
seems to be to reference the work of Shakespeare and to encourage us to view the contemporary 
ŵŽŶĂƌĐŚǇŝŶůŝŐŚƚŽĨŽƵƌŝŵƉƌĞƐƐŝŽŶƐŽĨƚŚĞŬŝŶŐƐĂŶĚƋƵĞĞŶƐŽĨ^ŚĂŬĞƐƉĞĂƌĞ ?ƐŚŝƐƚŽƌǇƉůĂǇƐ ?dŚĞƵƐĞŽĨ
verse to draw deliberĂƚĞĐŽŵƉĂƌŝƐŽŶƐǁŝƚŚ^ŚĂŬĞƐƉĞĂƌĞĂŶĚƌĂŵĂ ?ƉĂƌƚŝĐƵůĂƌůǇŐŝǀĞŶƚŚĞĐŽŶĐĞŝƚŽĨĂƌƚůĞƚƚ ?Ɛ
play, seems to me to be perfectly legitimate, but it does not provide an explanation as to how metrical 
verse serves a positive dramatic function in and of itself.  
88 Maxwell, Plays One, 9. 
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introduction to 7KH/DG\¶V1RWIRU%Xrning half a century earlier, that the text is 
³ZULWWHQGRZQWKLVZD\EHFDXVH,ILQGLWFRQYHQLHQW´89.90 
 
$VLGHIURPWKHODFNRIDFOHDUDUJXPHQWLQGUDPDWLFYHUVH¶VIDYRXUWKLVDOVRGRHV
little to explain why new verse drama is such a rarity. Did writing plays in verse 
simply go out of fashion or are there bigger issues to address? Perhaps one of the 
reasons for a lack of explicit arguments against new verse drama in the twenty-
first century is that, with so little of it being written and produced, it is assumed that 
this argument has been made and accepted, or else that the disadvantages of 
metrical dramatic verse are so obvious that the points need not be raised. When 
attention is turned to critics of verse drama in the previous century, however, 
answers tRP\TXHVWLRQ³ZK\QRW"´DUHPRUHIRUWKFRPLQJ 
 
1.2 Undramatic Verse 
 
In assessing the merits of modern verse drama, Denis Donoghue offers the grim 
FRQFOXVLRQWKDW³PRVWJRRGSRHWVZULWHSOD\VEDGSOD\V´91. Taken in isolation, this 
GRHVQ¶WWHOOXVZK\ these SOD\VVKRXOGEHFRQVLGHUHGEDGSOD\V$UHWKH\µEDG
SOD\V¶because WKH\DUHZULWWHQLQYHUVHRUDUHWKH\PHUHO\µEDGSOD\V¶WKDWhappen 
to be written in verse? And what is the relevance of their being written by poets? Is 
the fact that poets should write bad plays any more surprising than the idea that 
great sculptors might prove poor fashion designers? A tendency to regard verse 
                                                          
89 Christopher Fry, The Lady's Not For Burning, (Oxford University Press, 1951), v. 
90 It should be noted that Maxwell has since expanded on the explanation offered here. Some of his more 
recent comments are discussed in Section 1.4. 
91 Donoghue, The Third Voice, 10. 
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drama as, primarily, a branch of poetry may well prove telling. If modern verse 
GUDPDKDVEHHQSURGXFHGE\SRHWV³WRROLWWOHLQWHUHVWHG´92 in the principles of 
drama, then perhaps there is no problem with metrical dramatic verse in and of 
itself, only with those who have tried to compose it. On the other hand, this could 
be a case of a bad tool blaming its workman. It may be true of any artistic medium 
WKDWLWRQO\SURGXFHVµJRRG¶ZRUNLQWKHKDQGVRIWKRVHZKRNQRZKRZWRXVHLWEXW
the challenges for verse drama in the modern age seem to go deeper than that. 
 
³7KHSUREOHP´VD\V+LQFKOLIIH³LVRQHRIQDWXUDOQHVV´93. If by µQDWXUDOQHVV¶RQH
PHDQVµWKHUHSOLFDWLRQRIGDLO\OLIH¶WKHQRQWKHVXUIDFHRILWWKLVFULWLFLVPRI
dramatic verse seems difficult to refute. Most of us do not, as a rule, go around 
speaking in metrical verse. Hinchliffe JRHVRQWRQRWHWKDW³UHDOLVPLVORVWLI 
FKDUDFWHUVVSHDNLQYHUVH´94 DQGWKDW³QDWXUDOLVPH[FOXGHVWKHXVHRIYHUVH´95. He 
positions his observations LQUHODWLRQWR,EVHQ¶VHDUOLHUUHMHFWLRQRIGUDPDWLFYHUVH
LQRUGHUWRNHHSKLVGLDORJXH³DVFORVHWRRUGLQDU\HYHU\GD\VSHHFKDV
SRVVLEOH´96. If one were to adopt the aim of creating GLDORJXHWKDWLVDµUHDOLVWLF¶
reflection of the way that most of us talk in our everyday lives, then the idea of 
using verse in dramatic dialogue is something of a nonstarter. However, I suggest 
that this aim applies to a very narrow dramatic style, and that it is perfectly 
legitimate to create work for the contemporary British theatre without striving to 
FUHDWHWKHLOOXVLRQRIDUHDOLVWLFµVOLFHRIOLIH¶ As I have pointed out in the 
introduction to this thesis, contemporary theatre practitioners maintain a distinction 
                                                          
92 Arnold P. Hinchliffe, Modern Verse Drama (London: Methuen Publishing Ltd, 1977), 10. 
93 Hinchliffe, Modern Verse Drama, 4. 
94 Ibid., 27. 
95 Ibid., 38. 
96 Henrik Ibsen, cited by Hinchliffe, Ibid., 7. 
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between dramatic performance that is realistic and dramatic performance that is 
truthful. Playwrights such as Howard Barker, Edward Bond and Carol Churchill 
could hardly be said to replicate everyday life in their dramatic writing. Moreover, 
the early twenty-first century has seen an increased interest in µnon-naturalistic¶ 
³YLVFHUDOSHUIRUPDQFH´97, with companies such as Kneehigh, Punchdrunk and 
Frantic Assembly actively embracing heightened forms of theatricality. There might 
HYHQEHDQDUJXPHQWWRVXJJHVWWKDWLIµWH[W-EDVHG¶WKHDWUHLVWRNHHSXSZLWKWKHVH
trends then it needs to move further away from the ordinary speech of everyday 
OLIH,QVKRUW,GRQRWWDNH+LQFKOLIIH¶VFULWLFLVPWREHDVGDPDJLQg as it first 
appears. It is, I suggest, an obsolete argument, and I am willing to assume that 
metrical dramatic verse is unsuitable for works of Social Realism, whilst 
maintaining that this in itself does not render the use of such verse in 
contemporary pOD\ZULWLQJLQKHUHQWO\µXQWUXWKIXO¶ 
 
7KHIOLSVLGHRI+LQFKOLIIH¶VFULWLFLVPLVWKHQRWLRQWKDWWKHKHLJKWHQHGVHWWLQJVDQG
narratives that are often associated with verse drama ± myths and legends, for 
example ± DUH³XVHOHVV´98 for modern playwrights. GeorgH6WHLQHU¶VVXJJHVWLRQ
that VXFKVWRULHVKDYHEHFRPH³GHDGRUVSXULRXV´99 for modern audiences, seems 
to be contradicted, at least in the present day, by the success of companies such 
as Kneehigh, who have staged retellings of fairy tales such as The Red Shoes and 
legends such as Tristan and Yseult, by the appetite for myth seen in the recent 
Greeks season at the Almeida Theatre in London and by the immense popularity 
of films and television series such as the recent adaptations of The Lord of the 
                                                          
97 Josephine Machon, (Syn)aesthetics: Redefining Visceral Performance (Basingstoke: Palgrave Macmillan, 
2009), 3. 
98 Hinchliffe, Modern Verse Drama, 44. 
99 George Steiner, The Death of Tragedy (New Haven: Yale University Press, 1996), 329. 
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Rings and +%2¶VGame of Thrones, not to mention the futuristic versions of 
mythical storytelling found in science fiction. Countless arguments have been 
made for the ongoing relevance of myths, legends and fairy tales to the 
experiences of modern life100(OLRW¶VPRUH troubling argument against mythical or 
KLVWRULFDOVHWWLQJVIRUPRGHUQYHUVHGUDPDLVWKDWWKH\FUHDWHDQHQYLURQPHQW³IDU
enough away from the present for the characters not to need to be recognisable 
as human beings, and therefore for them to be licenceGWRWDONLQYHUVH´101. This, 
for a contemporary Stanislavskian theatre practitioner, hits a nerve. 
 
The first thing to note is that, once again, there seems to be a confusion between 
theatrical realism and theatrical truth. Truth is not the sole preserve of ³WKH
mimentic representation of contemporary middle-FODVVVRFLHW\´102. If one concedes 
that the use of metrical dramatic verse might be unsuited to strict Social Realism, 
but that by abandoning VXFKµrealism¶ one does not abandon notions of dramatic 
truth, WKHQDJRRGSRUWLRQRI(OLRW¶VDUJXPHQWPLJKWEHVZHSWDVLGHTXLWHFDVXDOO\
&KDUDFWHUVVSHDNLQJLQYHUVHLVµXQUHDOLVWLF¶DQGVRLQRUGHUWRMXVWLI\WKHXVHRI
YHUVHLQGUDPDRQHPD\UHTXLUHDQµXQUHDOLVWLF¶VHWWLQJDQGRUWKHDWULFDOVW\OH,DP
willing tRDFFHSWWKLVDQGHPEUDFHLW7KHFKDUDFWHUV¶EHKDYLRXULVQRWUHTXLUHGWR
EHµUHFRJQLVDEOH¶LQthe sense that it replicates daily behaviour, but it is required to 
EHµUHFRJQLVDEOH¶LQWKHVHQVHRIH[KLELWLQJdramatic truth: the behaviour must be 
                                                          
100 e.g. Joseph Campbell, The Hero with a Thousand Faces (London: Fontana Press, 1993); Carl Gustav Jung, 
ed., Man and His Symbols, (New York: Turtleback Books, 1968); Emma Jung and Marie-Louise von Franz, The 
Grail Legend (Princeton University Press, 1998); Bruno Bettelheim, The Uses of Enchantment: The Meaning 
and Importance of Fairy Tales (Harmondsworth: Penguin, 1991); James Hollis, Tracking the Gods: Place of 
Myth in Modern Life (Toronto: Inner City Books, 1995); Claude Levi-Strauss, Myth and Meaning: Cracking 
the Code of Culture (New York: Schocken Books, 1995); Edward F. Edinger, The Eternal Drama: The Inner 
Meaning of Greek Mythology (New York: Shambhala, 2001); Marina Warner, Once Upon a Time: A Short 
History of Fairy Tale (Oxford University Press, 2014). 
101 Eliot, Selected Prose, 76. 
102 Ruby Cohn, Retreats from Realism in Recent English Drama (Cambridge University Press, 2009), 1. 
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µH[SHULHQFHG¶DVµORJLFDODQGFRKHUHQW¶ for these characters within their particular 
situation and environment. It is not enough, then, to suggest that a heightened 
VHWWLQJDQGVW\OH³OLFHQFHV´ characters to speak in verse; in order to be truthful, the 
verse must serve a logical and coherent purpose as part of the Interpersonal 
Action of the play. 
 
This brings me to the issue that dominates this thesis: the use of metrical dramatic 
verse seems to be at odds within contemporary notions of dramatic action. The 
apparent failure of modern dramatists to reconcile verse to the demands of action 
is a constant refrain in the criticism offered by Donoghue and Hinchliffe. The lines 
LQPRGHUQYHUVHGUDPDDUH³SDVVLYH´103DFKLHYLQJDQ³DXWRQRPRXVSRHWLF
H[LVWHQFH´104 LQYROYLQJ³PRtion but no action105 and ³PHUHO\LOOXVWUDWLQJTXDOLWLHVLQ
UHSRVH´1067KXVPRGHUQGUDPDWLVWVDUHDFFXVHGRIXVLQJYHUVHWR³KROGXSUDWKHU
WKDQDVVLVWWKHDFWLRQ¶VIRUZDUGPRYHPHQW´107RURIFUHDWLQJ³DFWLRQZKLFKODSVHV
into devices: arias, duets, choruses DQGLQYRFDWLRQV´108. 
 
Francis Fergusson, drawing on concepts put forward by Cocteau, discusses the 
GLVWLQFWLRQEHWZHHQµSRHWU\LQWKHWKHDWUH¶DQGµSRHWU\RIWKHWKHDWUH¶109. Put simply, 
poetry in the theatre may be thought of as non-dramatic poetry placed on stage, 
whereas poetry of the theatre is created by the flow of action through the drama. 
This form of theatre poetry is not primarily a poetry of words, and certainly not of 
                                                          
103 Donoghue, The Third Voice, 45. 
104 Ibid., 87. 
105 Ibid., 189. 
106 Ibid., 192. 
107 Hinchliffe, Modern Verse Drama, 30. 
108 Ibid., 46. 
109 Fergusson, The Idea of a Theater, 166. 
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ZRUGVXWWHUHGIRUWKHLURZQVDNHEXWLV³EDVHGXSRQWKHKLVWULRQLFVHQVLELOLW\DQd 
WKHDUWRIDFWLQJ´110. It is precisely for their ability to create or facilitate poetry of the 
theatre that Fergusson praises playwrights such as Chekhov111 and, indeed, this 
XQGHUSLQV6WHLQHU¶VYLHZWKDWLIWKHOHVVRQVWDXJKWE\&KHNKRYDQG,EVHQKDG
been grasped earlier by British playwrights, then twentieth century attempts at 
creating verse drama ± ZKLFKKHGLVPLVVHVDV³H[HUFLVHVLQDUFKDHRORJ\´112 ± 
might have been avoided altogether. If the use of dramatic verse does not 
contribute to dramatic action then it is, at best, superfluous to dramatic art. If it is 
allowed to disrupt or hinder the flow of dramatic action, then it becomes an 
obstacle WRGUDPDWLFDUW,QRWKHUZRUGVGUDPDWLFYHUVHWKDWVHUYHVRQO\DµO\ULFDO¶
RUµSRHWLF¶SXUSRVH± that takes the form of poetry in the theatre ± cannot be 
considered dramatic verse at all.  
 
From the perspective of Stanislavskian theatre practice, in order for verse to 
contribute to dramatic action, it must contribute to the goal-directed actions and 
activities of dramatic characters. This is what the verse of twentieth century 
dramatists has been criticised for failing to do. Thus Donoghue accuses W. B. 
<HDWVRIFUHDWLQJYHUVHWKDWLV³O\ULFDOUDWKHUWKDQGUDPDWLF´113 and rebukes 
&KULVWRSKHU)U\IRUODFNLQJ³DIHHOLQJof those actions which demand enactment, 
QRWGHVFULSWLRQ´114. Kenneth Muir came to the conclusion that modern verse 
GUDPDWLVWVZHUH³WRROLWWOHLQWHUHVWHGLQKXPDQEHLQJVLQDFWLRQ>DQG@ never evolved 
verse which gave the illusion of one man speaking to anotKHU´115. Yeats does 
                                                          
110 Ibid., 147. 
111 Ibid. 
112 Steiner, The Death of Tragedy, 305. 
113 Donoghue, The Third Voice, 46. 
114 Ibid., 191. 
115 Cited in Hinchliffe, Modern Verse Drama, 10. 
51 
 
VHHPWRRIIHUDSRWHQWLDOVROXWLRQWRWKHDSSDUHQWµSUREOHPRIDFWLRQ¶LQWKH
revision of his play The Shadowy Waters116, ³SURVHLVXVHGIRUWKRVHSDUWVRIWKH
GLDORJXHZKLFKPLUURUWKHµPHUHO\¶KXPDQZRUOG>ZKLOVW@ the Higher Reality 
H[SUHVVHVLWVHOIRQO\LQYHUVH´117. In other words, the action of the play is taken 
care of in prose and verse is EURXJKWLQWRVHUYHDµSRHWLF¶DQGµO\ULFDO¶IXQFWLRQDW
moments when the action is suspended. A similar technique will later be used by 
John Arden118. This seems more like an evasion than a solution to the challenges 
of making dramatic verse activeEXWWKHQDFFRUGLQJWR'RQRJKXH<HDWV¶PDLQ
LQWHUHVWZDVQRWLQDFWLRQDWDOOEXWLQWKHXVHRISRHWU\WR³RIIHULPDJHVRID
disembodied state which UHSUHVHQWVWKHVSLULWRUWKHVRXO´119 (my italics). A 
µGLVHPERGLHGVWDWH¶FRXOGQRWEHPXFKIXUWKHUUHPRYHGIURPWKHQRWLRQRI
embodied action. A similar interest in disembodied, spiritual truths over and above 
embodied, dramatic ones may be detected in the works of Christopher Fry120, and 
T. S. Eliot, for all his protests to the contrary121, ultimately confesses the opinion 
that dramatic verse only truly thrives when we set aside, ³WKHPRWLYHVRIRXU
conscious life when directed towards action ± the part of life which prose drama is 
ZKROO\DGHTXDWHWRH[SUHVV´122. According to this view, verse comes to the fore at 
the exact moment when drama ceases to be dramatic.  
 
This might lead us back to a consideration of whether these poets were really 
interested in drama at all. Hinchliffe warns us that many modern verse dramatists 
                                                          
116 William Butler Yeats, Collected Plays of W.B. Yeats (New York: Macmillan Pub Co, 1953), 140. 
117 Donoghue, The Third Voice, 39. 
118 Cohn, Retreats from Realism in Recent English Drama, 75. 
119 Donoghue, The Third Voice, 38. 
120 Frances Jessup, Christopher Fry: A Dramatic Reassessment of the Fry/Eliot Era of British Verse Drama 
(Dublin: Academica Press, 2009), 5. 
121 See section 1.3.  
122 Eliot, Selected Prose, 85. 
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VHHPWRKDYHZULWWHQZLWK³QRWKRXJKWRIWKHVWDJH´123 and are guilty of 
³RYHUORRNLQJWKHIDFWWKDWDSOD\LVQRWSULPDULO\DYHUEDOPHGLXPLWLVDFWLRQ´124. 
The question remains, however, as to what it might mean for verse to be active in 
the Stanislavskian sense and, indeed, whether an active use of verse is even 
possible in a contemporary context. If the qualities ascribed to text written in verse, 
dramatic or otherwise, tend to be to do with lyricism and description and emotional 
expression rather than action, then is verse inherently undramatic? If so, how did 
the great dramatists of the past manage to use it successfully? One answer to this 
last question might be that dramatic action, as understood by theatre practitioners 
of the twentieth century and twenty-first century, is based on a conception of the 
human subject and on notions of dramatic character that cannot ± or perhaps 
should not ± be applied to works from an earlier age. 
 
To ascribe actions and activities to a dramatic character is to assume that it 
is appropriate to treat and discuss that character as if KHRUVKHZHUHDµUHDO
SHUVRQ¶± not, as I hope to have made clear, in the sense of being a 
µUHDOLVWLF¶SHUVRQQHFHVVDULO\EXWLQWKe sense of being a conscious agent, 
with psychological motivations and desires, capable of intentional, goal-
directed behaviour, regardless of the style in which this fictional person is 
SUHVHQWHG7KLVLVZKDW-RQDWKDQ&XOSHSHUFDOOVD³KXPDQLVLQJDSSURDFK´125 
to character and this is the way in which many people today are used to 
engaging with fictional characters, whether those characters appear on 
VWDJHRQVFUHHQRULQWKHSDJHVRIDQRYHO$V&DWKHULQH(PPRWWVD\V³ZH
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imagine worlds inhabited by individuals who can be assumed to behave, 
physically and psychologically, in ways which reflect our real-life 
H[SHULHQFHVRIEHLQJVLWXDWHGLQWKHUHDOZRUOG´126. Or, as Culpeper puts it, 
³KXPDQLVLQJFKDUDFWHUVLVSDUWRIPRVWSHRSOH¶VDSSUHFLDWLRQRIOLWHUDWXUH´127.  
 
Culpeper notes that, throughout much of the twentieth century, the dominant 
DSSURDFKHVWRFKDUDFWHUZLWKLQOLWHUDU\WKHRU\FDQEHGHVFULEHGDV³GH-
KXPDQLVLQJDSSURDFKHV´LQZKLFKWKHDWWLWXGHLVWR³GHQ\WKDWFKDUDFWHUVDUH
human and to insist that the\KDYHDSXUHO\WH[WXDOH[LVWHQFH´128. Thus we 
ILQGWKH³DFWDQWLDOPRGHORIVWUXFWXUDOVHPDQWLFV´129 in which characters 
µDFWDQWV¶DUHUHJDUGHGDVQRPRUHWKDQIXQFWLRQVRIQDUUDWLYHDQG5RODQG
Barthes telling us that, when we consider a character, it is a mistake to 
DWWHPSWWR³WDNHKLPRIIWKHSDJHLQRUGHUWRWXUQKLPLQWRDSV\FKRORJLFDO
FKDUDFWHUHQGRZHGZLWKSRVVLEOHPRWLYHV´1301HYHUWKHOHVVWDNLQJWH[WµRII
WKHSDJH¶LQRUGHUWRSUHVHQWµSV\FKRORJLFDO¶FKDUDFWHUVµHQGRZHGZLWK
PRWLYHV¶LVSUHFLVHO\the approach of Stanislavskian actors. Whilst such 
notions have been challenged by, for example, the playwright David Mamet 
³7KHUHLVQRFKDUDFWHU7KHUHDUHRQO\OLQHVXSRQDSDJH´131) and by 
postmodernist commentators such as Elinor Fuchs, who reject the ³LGHDRI
DXWRQRPRXVFKDUDFWHU´132 DQG³FRQVLGHUSV\FKRORJ\REVROHWH´133, 
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129 Algirdas Julien Greimas, Structural Semantics: An Attempt at a Method, trans. Daniele McDowell, Ronald 
Schleifer, and Alan Velie (Lincoln: University of Nebraska Press, 1984). 
130 Roland Barthes, S/Z, trans. Richard Miller (New York: Farrar, Straus & Giroux Inc, 1991), 178. 
131 David Mamet, True and False: Heresy and Common Sense for the Actor (London: Faber & Faber, 1998), 9. 
132 Elinor Fuchs, The Death of Character: Perspectives on Theater after Modernism, Drama and Performance 
Studies (Bloomington: Indiana University Press, 1996), 10. 
133 Merlin, The Complete Stanislavsky Toolkit, 3. 
54 
 
humanising approaches to character have dominated western theatre 
SUDFWLFHWKURXJKRXWZKDWKDVEHHQFDOOHGWKH³/RQJ6WDQLVODYVNLDQ
&HQWXU\´134. Put simply, most of us ± as practitioners, readers and audience 
members ± FRQWLQXHWRKXPDQLVHFKDUDFWHUV³ZKDWHYHUWKHWKHRULVWVNHHS
WHOOLQJXV´135. 
 
I would like to suggest that, in fact, most contemporary theatre practitioners 
DGRSWZKDW&XOSHSHUFDOOVD³PL[HGDSSURDFK´136DFNQRZOHGJLQJWKDW³WKH 
extreme humanising view, that characters are actually real people, is, of 
FRXUVHQDwYH´137 ZKLOVWDOVRDFNQRZOHGJLQJWKDW³ZKDWZHDOOGRZKHQZH
watch a play or a film is to attempt to interpret characters with the structures 
and processes which we use to interpret our real-life experiences of 
SHRSOH´138 (original emphasis). The assumption is that to humanise dramatic 
characters is a legitimate act of imaginative interpretation, as long as one 
stops short of treating such characters as actual people who really do have 
some sort of independent existence that might contradict or override the 
textual evidence of lines on a page. 
 
There is, however, a further consideration and one that has particular 
relevance to a discussion of verse drama. Stanislavskian understandings of 
dramatic character can be traced to understandings of human psychology, 
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behaviour and experience that would not have existed in the pre-modern 
world. The application of his system of acting has been linked to insights 
gained from the work of Freud, Pavlov and Ribot139. This means that, even if 
it is appropriate to adopt a broadly humanising approach to dramatic 
character and action when dealing with modern drama, it may still be 
considered questionable to apply psychological principles to works from 
earlier periods. Edward Burns discusses the distinction between 
³VXEVWDQWLYHDQGWUDQVDFWLRQDOPRGHVRIFKDUDFWHU´140 ZLWK6WDQLVODYVN\¶V
DSSURDFKFRQVLGHUHG³WKHµVXEVWDQWLYH¶LGHDRIFKDUDFWHULQLWVIXOOHVW
WUDQVODWLRQ´141. He argues that writers such as Shakespeare and his 
FRQWHPSRUDULHVZRXOGQRWKDYHEHHQZRUNLQJZLWKµVXEVWDQWLYH¶QRWLRQVRI
dramatic character and that to approach the characters of such plays from a 
6WDQLVODYVNLDQSHUVSHFWLYHFDQWKHUHIRUHEHUHJDUGHGDV³DQDFKURQLVWLF´142.     
 
As Burns himself notes, this has not discouraged contemporary theatre 
practitioners from taking a humanising approach to Shakespearean 
characters. Referencing A. C. Bradley143, the literary scholar whose habit of 
µSV\FKRORJLVLQJ¶6KDNHVSHDUHZDVIDPRXVO\PRFNHGE\L.C. Knights144, 
%XUQVWHOOVXVWKDWFRQWHPSRUDU\6KDNHVSHDUHDQDFWRUVDUH³%UDGOH\DQVWR
DPDQRUZRPDQ´145. 7KLVPD\QRWEHHQWLUHO\WUXH3URSRQHQWVRIµ2ULJLQDO
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3UDFWLFH¶VXFKDV7LIIDQ\6WHUQ146 and Patrick Tucker147 seek to study and 
emulate the methods of rehearsal and performance undertaken by 
6KDNHVSHDUH¶VFRPSDQ\PHWKRGVDWRGGVZLWK6WDQislavskian rehearsal 
processes DQGµSV\FKRORJLFDO¶explorations of µVXEVWDQWLYH¶character148. 
Nevertheless, the desire to link Shakespearean performance to 
Stanislavskian acting techniques is given FOHDUH[SUHVVLRQLQ-RKQ%DUWRQ¶V
DLPRI³PDUU\LQJWKHWZRWUDGLWLRQV´Stanislavsky himself applied his system 
to Shakespearean plays and characters149, and contemporary exponents of 
his work such as Merlin150 and Benedetti151 are keen to do the same. 
 
This ongoing tradition of approaching Shakespearean texts from a 
Stanislavskian perspective fuels my own desire to explore such verse 
through the lens of contemporary notions of action-playing. My contention is 
QRWWKDWµDQWL-StanislavsNLDQ¶DSSURDFKHVWR6KDNHVSHDUHDUHLnvalid, but 
that, as my aim is to understand how the use of verse in twenty-first century 
playwriting can contribute to dramatic action, approaches linking verse-
speaking and action-playing are likely to be the most useful to me. In other 
ZRUGVP\FRQFHUQLVQRWZLWKWKHµDXWKHQWLFLW\¶RI6WDQLVODYVNLDQDSSURDFKHV
to Shakespeare, but their effectiveness. 
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However, there is evidence to suggest that, even amongst those who share 
my Stanislavskian sympathies, the principleVRIKLVµV\VWHP¶ are applied with 
less rigour to Shakespearean texts than they might be to modern ones; or, 
UDWKHUWKDW6KDNHVSHDUH¶VWH[WLVQRWDOZD\VH[SHFWHGWREHSDUWLFXODUO\
well-suited to a Stanislavskian approach. Barton, for example, is happy to 
DFFHSWWKDWFHUWDLQVSHHFKHVZLWKLQ6KDNHVSHDUHDQVFHQHVDUH³FKRULF´152 ± 
that is, the lines have little to do with the actions of the character and are 
included for the purposes of giving information or describing events for the 
benefit of the audience ± something that a strict Stanislavskian approach 
might seek to reject and that a modern writer may well be criticised for. 
'HVSLWH6WDQLVODYVN\¶VFOHDULQVWUXFWLRQWKDW³RQWKHVWDJHWKHUHFDQQRWEH
under any circumstances, action that is directed immediately at the arousing 
RIDIHHOLQJIRULWVRZQVDNH´1536KDNHVSHDUH¶VYHUVHLVIUHTXHQWO\GHVFULEHG
in terms of emotional qualities without reference to any active purpose it 
PLJKWVHUYH7KHGLUHFWRU:LOOLDP*DVNLOOVD\VWKDW³DFWLRQLQJLVPRUH
valuable in WKHGLDORJXHRIDFRQWHPSRUDU\SOD\´154 than in Shakespeare, 
and suggests that when he has watched actors try to take such an approach 
WRGUDPDWLFYHUVHWKHUHVXOWZDVDOZD\VWKDW³WKHSRHWU\KDGJRQH´155. We 
even find Simon Callow ± himself a Drama Centre graduate ± admitting that 
KHGRHVQ¶WILQGLWXVHIXOWRDSSO\6WDQLVODYVN\WR6KDNHVSHDUHZKRVHWH[W
³FDQQRWEHFRHUFHGLQWRWKHDFWLYLW\-towards-an-DFWLRQVWUDLJKWMDFNHW´156.  
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(OLRWVXJJHVWVWKDW(OL]DEHWKDQDXGLHQFHVZHUHSUHSDUHGWR³VWDQGDJRRG
deal of pRHWU\´157. On this evidence it seems that contemporary audiences ± 
or at least contemporary practitioners ± DUHSUHSDUHGWRµVWDQG¶DJRRGGHDO
RISRHWU\WRRZKHQLWFRPHVWR6KDNHVSHDUH¶VZRUNHYHQDWWKHH[SHQVHRI
the rigorous pursuit of dramatic action and even if they refuse to make 
similar concessions when dealing with the texts of modern playwrights. If 
twentieth century verse dramatists failed to create tH[WVLQZKLFK³WKHZRUGV
spoken lead directly to character and action and never stop to admire 
thHPVHOYHV´158 and if modern notions of characters in action can only be 
applied WRWH[WVVXFKDV6KDNHVSHDUH¶Vin a manner that is, to borrow 
*DVNLOO¶VGHVFULSWLRQ³YDJXHDQGZRROO\´159, then it remains an open 
question as to whether there are any verse texts to which Stanislavskian 
concepts of action-playing may be properly applied or to which we might 
turn for clear examples of what active verse looks, feels and sounds like.  
 
)RUWKHFRQWHPSRUDU\YHUVHGUDPDWLVWWKLVLVDOOUDWKHUZRUU\LQJ,IWKHµSUREOHP¶
with dramatic verse is that it fails to match the conventions of Social Realism, then 
the solution LVVLPSOHGRQ¶WXVHYHUVHWRZULWHDZRUNRI6RFLDO5HDOLVP,IWKH
issue is that the use of verse requires abandoning or, at the very least, 
compromising oQH¶VFRPPLWPHQWWRFRQWHPSRUDU\XQGHUVWDQGLQJVRIGUDPDWLF
DFWLRQWKHQWKHµSUREOHP¶VWLFNVGHHS)RUD6WDQLVODYVNLDQSUDFWLWLRQHUDFWLRQLV 
not simply a matter of the style in which drama is presented, it is a matter of what 
drama is. One response to this apparent difficulty would be to stop trying to write 
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dramatic verse at all. This seems to be what the vast majority of contemporary 
dramatists has done. (Or, more accurately, most contemporary dramatists seem 
never to have started trying to write dramatic verse in the first place.) Another 
response would be to keep writing dramatic verse but accept that such verse has 
little or nothing to contribute to the Interpersonal Action of a play and may, on 
occasion, obstruct it. One might even adopt some kind of ³SRVWGUDPDWLF´160 
LGHRORJ\ZLWKLQZKLFKSULQFLSOHVRI³GUDPDWLFDFWLRQIRUPHUO\FHQWUDOWRWKHDWUHQR
ORQJHUDSSO\´161 (Though one might note that proponents of postdramatic theatre 
KDYHDOVREHHQNHHQWRUHMHFW³SRHWLFWKHDWUH´162 DVDIRUPRIµOLWHUDU\GUDPD¶ 
belonging to the past.) 
 
What, though, if one is determined, as I am, to write metrical verse for a dramatic 
form of theatre that seeks to create a continuous flow of embodied, goal-directed 
actions carried out in specific ways for specific purposes by substantive dramatic 
characters? What is required, it seems, is a new theory of dramatic versification in 
which verse and action are regarded as inseparable. In answer to this 
requirement, only one twentieth century dramatist working in the English language 
provides a coherent account of his efforts to reconcile the use of dramatic verse to 
the demands of the modern theatre. T. 6(OLRWRIIHUV³WKHPRVWFRPSOHWHDWWHPSW
to construct a theory of [verse] GUDPDVLQFH'U\GHQ´163 and without his work, 
Hinchliffe telOVXV³LWZRXOGQRWEHQHFHVVDU\WRWUHDWWKHVXEMHFWRIYHUVHGUDPDLQ
RXUPRGHUQSHULRGVHULRXVO\´164,WLVWR(OLRW¶VDpproach that I turn now. 
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1.3 A Negative Attitude 
 
,QH[DPLQLQJ(OLRW¶VWKHRU\RIGUDPDWLFYHUVLILFDWLRQP\DLPLVWRH[SORUHWKHNH\
principles of his approach and to assess how useful these ideas might be in 
addressing the challenges of verse drama in the twenty-first century. It is not my 
DLPWRGHWHUPLQHZKHWKHU(OLRWZURWHµJRRG¶RUµEDG¶SOD\VRUWRDVVHVVWKHRYHUDOO
µTXDOLW\¶RIhis verse. )RUDWKRURXJKGLVFXVVLRQRI(OLRW¶VSOD\VDQGRIWKHYHUVH
within them, I direct the reader to Donoghue, who dedicates several chapters of 
The Third Voice WR(OLRW¶VGUDPDWLFZULWLQJ165WRWKHUHOHYDQWVHFWLRQRI+LQFKOLIIH¶V
study of verse drama in the modern age166 DQGWR&DURO+6PLWK¶VERRNZKLFK
IRFXVHVH[FOXVLYHO\RQ(OLRW¶VZRUNDVDGUDPDWLVW167. It should also be noted that 
the attention I give to Eliot is not intended to imply that his plays are, in 
WKHPVHOYHVµEHWWHU¶RUmore worthy of study than those of other verse dramatists 
but is a reflection of the fact that he, unlike other playwrights of the period, 
attempted to put forward a coherent theory of dramatic versification with the 
explicit aim of informing the practice of future dramatists. 
 
(OLRW¶VDWWLWXGHWRYHUVHGUDPDLVLQDWOHDVWRQHLPSRUWDQWUHVSHFWDWRGGVZLWKWKH
DUJXPHQWVDGYDQFHGLQWKLVWKHVLV+HH[SUHVVHVWKHYLHZWKDW³LIWKHSRHWLFGUDPD
is to reconquer its place, it must, in my opinion, enter into overt competition with 
SURVHGUDPD´168 E\ZKLFKKHPHDQVWKDWDXGLHQFHVVKRXOGEH³PDGHWRKHDU
[dramatic verse] from people dressed like ourselves, living in houses and 
DSDUWPHQWVOLNHRXUVDQGXVLQJWHOHSKRQHVDQGPRWRUFDUVDQGUDGLRVHWV´169. He 
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hopes ³WREULQJSRHWU\LQto the world in which the audience lives and to which it 
UHWXUQVZKHQLWOHDYHVWKHWKHDWUH´170. In short, his aim is WKH³DGDSWLRQRIYHUVH
DQGLGLRPWRWKHUHTXLUHPHQWVRIPRGHUQUHDOLVWLFWKHDWUH´171. There is reason to 
suppose that he remains uneasy with this aim. He expresses his distaste for 
WKHDWUHRUIRUDQ\DUWWKDW³HQGVLWVFRXUVHLQWKHGHVHUWRIH[DFWOLNHQHVVWRWKH
UHDOLW\ZKLFKLVSHUFHLYHGE\WKHPRVWFRPPRQSODFHPLQG´172. He wants to explore 
WKURXJKKLVSOD\V³WKHGLOHPPDRIWKHVSLULWXDOO\Dware individual forced to exist in 
DZRUOGXQDZDUHRIVSLULWXDOUHDOLW\´173. The apparent difficulty of expressing such 
µVSLULWXDOWUXWKV¶ZLWKLQWKHFRQYHQWLRQVRf a theatrical style that he sees as 
emphasising ³WKHHSKHPHUDODQGVXSHUILFLDO´174 DVSHFWVRI³Rur own sordid, dreary 
daily world,´175 OHDGVWRVRPHLQWHUHVWLQJFRQWUDGLFWLRQVZLWKLQ(OLRW¶VWKHDWULFDO
LGHRORJ\(OLRW¶VUHDVRQVIRUDVVXPLQJWKDWPRUHKHLJKWHQHGWKHDWULFDOVHWWLQJVDQG
styles absolved the playwright of a responsibility to dramatic truth, and my own 
reasons for assuming otherwise, have been discussed. It is, however, useful to 
KLJKOLJKWWKLVGLYHUJHQFHDWWKHRXWVHWRIWKLVGLVFXVVLRQRI(OLRW¶VDSSURDFK
because many of his opinions regarding the ways in which verse might be used on 
the modern stage are shaped by this self-imposed restriction. 
 
On a more positive note, Eliot takes the challenges of writing dramatic verse in a 
manner that is compatible with modern theatre practice seriously and a good deal 
of what he has to say relates to the issue of action and to the dangers of verse that 
is either extraneous to or an obstacle for the actions of dramatic characters: 
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For I start with the assumption that if poetry is merely a decoration, an added 
embellishment, if it merely gives people of literary tastes the pleasure of listening 
to poetry at the same time that they are witnessing a play, then it is superfluous. It 
must justify itself dramatically, and not merely be fine poetry shaped into dramatic 
form. From this it follows that no play should be written in verse for which prose is 
dramatically adequate. And from this it follows, again, that the audience, its 
attention held by the dramatic action, its emotions stirred by the situation between 
the characters, should be too intent upon the play to be wholly conscious of the 
medium. Whether we use prose or verse on the stage, they are both but means to 
an end.176 (original emphasis) 
 
This initial statement of intent seems entirely commensurate with the aim of 
forging a link between the use of verse on stage and the pursuit of dramatic action, 
whatever the setting or theatrical style of the piece. Further encouragement is 
RIIHUHGE\(OLRW¶VGHVLUHWRFUHDWHYHUVHSOD\VLQZKLFK³QRWKLQJLVVXSHUIOXRXV
and there is no line of poetry which is not jXVWLILHGE\LWVGUDPDWLFYDOXH´177 and his 
LQVLVWHQFHWKDW³HYHU\OLQHPXVWEHMXGJHGE\DQHZODZWKDWRIGUDPDWLF
UHOHYDQFH´178. 
 
7KHGLIILFXOW\ZLWK(OLRW¶VDSSURDFKKRZHYHULVWKDWKHIDLOVWRLGHQWLI\DFOHDUDQG
explicit positive dramatic function for the verse in its relationship to the action of a 
play. He suggests, for example, that verse comes into its own when the drama, 
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³KDVUHDFKHGVXFKDSRLQWRILQWHQVLW\WKDWSRHWU\EHFRPHVWKHRQO\QDWXUDO
utterance, because then it is the only language in which the emotions can be 
H[SUHVVHGDWDOO´179. The expression of emotion, however intense that emotion 
might be, is not active in and of itself. As has been noted, Stanislavsky is quite 
FOHDULQKLVYLHZWKDWµIHHOLQJIRUIHHOLQJ¶VVDNH¶FDQQRWEHH[FXVHGRn the modern 
stage180. The question for the performer is, does the expression of these feelings 
serve the action of the play? The answer appears to be no. The advantage verse 
(or poetry) has over prose, Eliot suggests, is its ability to express aspects of 
exSHULHQFH³ZKLFKZHFDQRQO\GHWHFWVRWRVSHDNRXWRIWKHFRUQHURIRXUH\H
and can never completely focus; of feeling of which we are only aware in a kind of 
temporary detachment from action´181 (My italics.) The kind of human experience 
in which attentiRQLV³GLUHFWHGWRZDUGVDFWLRQ´LVLQ(OLRW¶VYLHZ³WKHSDUWRIOLIH
ZKLFKSURVHGUDPDLVZKROO\DGHTXDWHWRH[SUHVV´182. Herein lies the difficulty. 
Eliot subscribes to the idea that drama is made up of the action between 
characters. He further suggests that no play should be written in verse for which 
prose is dramatically adequate. However, if prose is wholly adequate to deal with 
action then, according to this argument, prose is wholly adequate for drama. It 
therefore remains a mystery as to how verse can make a dramatic contribution to 
a play or, indeed, how its use in drama can be justified at all. Eliot seems to have 
created a trap in which verse comes into its own only when it contradicts his own 
law of dramatic relevance.  
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This leads me to suggest WKDW(OLRW¶VWKHRU\SURYLGHVonly a negative account of 
how verse might be made compatible with modern principles of dramatic action. It 
appears that the primary task of the verse dramatist is not to create verse that 
contributes to action, but verse that avoids getting in the way. He suggests that, 
³WKHVHOI-education of a poet trying to write for the theatre seems to require a long 
period of disciplining his poetry, and putting it, so to speak, on a very thin diet in 
order to adapt it for the needs of the VWDJH´183. The outcome of taking this attitude 
LVKLJKOLJKWHGLQ(OLRW¶VRZQDVVHVVPHQWRIThe Cocktail Party³,KDGODLGGRZQIRU
myself the ascetic rule to avoid poetry which could not stand the test of strict 
dramatic utility: with such success, indeed, that it is perhaps an open question as 
WRZKHWKHUWKHUHLVDQ\SRHWU\LQWKHSOD\DWDOO´184. This has led to the assessment 
WKDW³LQOHDUQLQJWKHPHFKDQLFVRIWKHWKHDWUHDQGWKHPDQDJHPHQWRILQWULJXH
(OLRWORVWKLVWRXFKZLWKSRHWU\FRPSOHWHO\´185 His hRSHWKDW³ODWHUZKHQDQGLI
the understanding of theatrical technique has become second nature, [the 
playwright] FDQGDUHWRPDNHPRUHOLEHUDOXVHRISRHWU\´186 only begs the question 
as to what the dramatic function of this poetry will be when it is used more liberally. 
One might suggest that, if verse dramatists learn to keep the verse in check most 
of the time, then this might excuse the odd poetic interlude. But this only returns us 
WRWKHLGHDUHMHFWHGE\(OLRWRIDXGLHQFHV³SXWWLQJXSZLWKDVXVSHnsion of the 
DFWLRQLQRUGHUWRHQMR\DSRHWLFIDQWDVLD´187. 
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The discussion of dramatic verse as poetry should not, however, be allowed to 
obliterate the discussion of dramatic verse as verse. From the perspective of this 
WKHVLVWKHµSRHWLF¶TXDOLW\RIWKH dialogue, or the lack thereof, is relatively 
unimportant. What matters are the dramatic possibilities of text written in metre. In 
other words, if the verse as verse is serving a positive dramatic function then the 
IDFWWKDWWKHODQJXDJHRIWKHGUDPDLVµSURVDLF¶LVRIOLWWOHFRQVHTXHQFH
Unfortunately, EliRW¶VDSSURDFKKLWVGLIILFXOWLHVKHUHDVZHOO+H starts from the 
assumption that if an audience is to focus on the action of the play it cannot be 
wholly conscious of the form in which the text is written188. However, this 
assumption shifts and we are presented with the idea that the effects of the verse 
PXVWEH³XQFRQVFLRXV´189. There is a significant difference between dramatic verse 
that avoids drawing so much attention to itself that its presence distracts from the 
action of the play ± though this, in itself, suggests that verse and action are 
separate considerations ± DQGYHUVHWKDWLVVRµXQREWUXVLYH¶WKDWLWFDQQRWEH
consciously appreciated as verse at all.  
 
In his efforts to present audiences with dramatic verse that might affect them 
³ZLWKRXWWKHLUEHLQJFRQVFLRXVRILW´190, Eliot shuns accentual-syllabic metres such 
as iambic pentameter in favour of an accentual verse form. His aim is: 
 
To find a rhythm close to contemporary speech, in which the stresses could be 
made to come wherever we should naturally put them in uttering the particular 
phrase on the particular occasion. What I worked out is substantially what I have 
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continued to employ: a line of varying length and varying number of syllables, with 
a caesura and three stresses. The caesura and the stresses come at different 
places, almost anywhere in the line; the stresses may be close together or well 
separated by light syllables; the only rule being that there must be one stress on 
one side of the caesura and two on the other.191 
 
Examples include: 
    
   This is what matters, | but it is unspeakable 
     (The Family Reunion, 1.1)192 
The sudden extinction | of every alternative 
(The Family Reunion, 1.2)193 
And I shall prepare you | a nice little dinner 
(The Cocktail Party, 1.1)194 
 
6RµORRVH¶DUHWKHGHPDQGVRIWKLVIRUP± one might point out that if the line 
LQYROYHVWKUHHVWUHVVHVDQGDFDHVXUDWKHQ(OLRW¶VµRQO\UXOH¶RIKDYLQJRQHVWUHVV
RQRQHVLGHRIWKHFDHVXUDDQGWZRRQWKHRWKHULVOHVVRIDµUXOH¶WKDQDORJLFDO
necessity ± WKDW'RQRJKXHTXHVWLRQVZKHWKHULWFDQEHFRQVLGHUHGµPHWULFDO¶DWDOO
VXJJHVWLQJWKDW³(OLRW¶VYHUVHOLQHKDVWKHDGYDQWDJHVDQGGLVDGYDQWDJHVRIEHLQJ
µIUHH¶´195,VXEPLWWKDW(OLRW¶VVXJJHVWHGIRUPLVVWLOODFFHQWXDOPHWUHand that his 
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plays can therefore be included in a discussion of metrical dramatic verse. 
Donoghue, however, is quite right in pointing out the sacrifices involved in electing 
WRXVHDYHUVHIRUPWKDWFRPHVDVFORVHWRIUHHYHUVHDV(OLRW¶V 
 
One of the characteristics of his verse line is that its accentual nature avoids any 
conflict, such as we find with the great expressiveness in the blank verse of 
Shakespeare and of Milton, between a theoretical metrical pattern and an actual 
pattern of rendered sound. Such conflicts and their expressive resources are 
available only where the metrical norm exists as a putative, regular pattern: when 
this happens, departures from the norm, and acts of violence within in, become 
PRPHQWRXV«&RQVHTXHQWO\(OLRW¶VYHUVHOLQHFDQQRWXWLOLVHWKH³SURPRWLRQV´RU
³VXSSUHVVLRQV´RIWKHVWUHVVOHYHOVRIQRUPDOVSHHFKSRVVLEOHE\PHDQVRIWKH
pressure of an established metrical pattern.196 (original emphasis) 
 
(OLRWKRZHYHUZDVQRWDIWHUµPRPHQWRXV¶GHYLDWLRQVIURPRUZLWKLQDVWULFW metrical 
pattern. Such moments would inevitably call attention to themselves and the whole 
point of adopting this subtle accentual form was to avoid making an audience 
consciously aware of the verse as verse. Moreover, Eliot seems to have been 
successful LQDFKLHYLQJWKLVJRDO+LQFKOLIIHWHOOVXVWKDWZKHQLWFRPHVWR(OLRW¶V
GUDPD³LWLVGLIILFXOWWRKHDUZKDWLVLQYHUVHRUQRW´197 ± which is, presumably, what 
(OLRWZDQWHG'(-RQHVGHVFULEHVWKHUHVXOWVRIWKLVDSSURDFKDVEHLQJ³RQO\MXVW
across thHERUGHUIURPSURVH´198, whereas Hinchliffe suggests that the plays might 
EHUHJDUGHGDV³ZULWWHQLQSURVHSULQWHGDVYHUVH´199 DQGQRWHVWKDW³WHOOLQJWKH
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audience that the verse was unobtrusive was hardly the strongest 
UHFRPPHQGDWLRQIRUYHUVHGUDPD´200. 
 
Eliot declares³1RSRHWKDVEHJXQWRPDVWHUGUDPDWLFYHUVHXQWLOKHFDQZULWH
OLQHVZKLFK«DUHtransparent´201 (original emphasis). He makes this remark in 
considering the opening scene of Hamlet and his point is that when this scene is 
performed we are not focusing on the verse itself, but on ³WKHIURVW\QLJKWWKH
officers keeping watch on the battlement, and the foreboding of an ominous 
DFWLRQ´202. What I suggest might be misleading, or perhaps unhelpful, is his choice 
of metaphor: transparency. The meaning iVµFOHDU¶7KHLPSOLFDWLRQLVWKDWWKHYHUVH
is like a pane of glass: we look straight through it to the meaning of the words and 
the action of the play. The window by my desk is transparent. So, the street, the 
houses and the cars that I can see through m\ZLQGRZDUHLQ(OLRW¶VWHUPV
playing the part of the action and the window is acting the role of the verse. The 
window is doing a good job because it is not interfering very much at all with my 
DELOLW\WRVHHZKDW¶VJRLQJRQRXWVLGH7KLVVHHPVWRILWZith what Eliot is saying 
about the lines from Hamlet. 
 
µ%HLQJWUDQVSDUHQW¶KRZHYHULVDSDVVLYHDFWLYLW\,WLVQ¶WUHDOO\DQDFWLYLW\DWDOO
The window just is transparent. It may at some point become less transparent. It 
may get dirty. A dirty window iVµGRLQJDEDGMRE¶RIEHLQJWUDQVSDUHQWDQGLIP\
DLPLVWRVHHZKDWLVJRLQJRQRXWVLGHWKHQ,¶OOQHHGWRFOHDQLWDQGUHWXUQLWWRLWV
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previous state. There may, however, be occasions on which I want to obscure my 
view of the outside world, or the outsiGHZRUOG¶VYLHZRIPH2QVXFKRFFDVLRQV,
can pull the blind and get up to whatever I like, safe in the knowledge that no one 
on the other side of the window can see me. The same might be true of the verse: 
ZKHQZHZDQWWRZHFDQPDNHLWµOHVVWUDQVSDUHQW¶HYHQµRSDTXH¶7KHTXHVWLRQ
is, when would we want to do that? When I pull the blinds, I no longer want to look 
DWWKHRXWVLGHZRUOG,ZDQWWRKDYHVRPHSULYDF\,Q(OLRW¶VPHWDSKRUWKHRXWVLGH
world is the action of the play. We always want to see the action of the play. Any 
DWWHPSWWRREVFXUHWKHYLHZZRXOGWKHUHIRUHKDYHWREHUHJDUGHGDVµXQGUDPDWLF¶ 
 
It may seem churlish to make so PXFKRXWRI(OLRW¶VFKRLFHRI metaphor, but there 
is reason to suppose WKDWXQSLFNLQJ(OLRW¶VFRQFHSWRIµWUDQVSDrency; ± which he 
also used to explain his approach to versification in a letter to Ezra Pound203 ± 
may go a long way to understanding the difficulties in his theory of verse drama. 
/DNRIIDQG-RKQVRQWHOOXVWKDWZKLOVW³PHWDSKRULVW\SLFDOO\YLHZHGDV
chaUDFWHULVWLFRIODQJXDJHDORQHDPDWWHURIZRUGVUDWKHUWKDQWKRXJKWRUDFWLRQ´204 
it plays a much more important role in our understanding of things than we might 
LPDJLQH³2XURUGLQDU\FRQFHSWXDOV\VWHPLQWHUPVRIZKLFKZHERWKWKLQNDQGDFW
is fundamenWDOO\PHWDSKRULFDOLQQDWXUH´205 Metaphor is not just a way of 
GHVFULELQJVRPHWKLQJLWLVDZD\RI³understanding and experiencing one thing in 
terms of another´206 (original emphasis). By thinking in terms of a particular 
metaphor, we are both highlighting aQGKLGLQJFHUWDLQDVSHFWVRIWKH³WDUJHW
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GRPDLQ´207 LQ(OLRW¶VFDVHWKHIXQFWLRQRIYHUVHLQGUDPD$V/DNRIIDQG-RKQVRQ
VD\³LQDOORZLQJXVWRIRFXVRQRQHDVSHFWRIDFRQFHSWDPHWDSKRULFDOFRQFHSW
can keep us from focusing on other aspects of the concept that are inconsistent 
ZLWKWKDWPHWDSKRU´208. They use as an example the conceptual metaphor 
µDUJXPHQWLVZDU¶E\ZKLFKZHXQGHUVWDQGH[SUHVVLRQVVXFKDV³\RXUFODLPVDUH
indefensible´DQG³KHattacked every weak point LQP\DUJXPHQW´209. Lakoff and 
JoKQVRQWHOOXVWKDWZHGRQ¶WMXVWWDONDERXWDUJXPHQWLQWHUPVRIZDUZH
XQGHUVWDQGLWDQGH[SHULHQFHLWLQWKRVHWHUPV%XWDUJXPHQWGRHVQ¶WKDYHWREHD
ZDU³6RPHRQHZKRLVDUJXLQJZLWK\RXFDQEHYLHZHGDVJLYLQJ\RXKLVWLPHD
valuable commodity, in an effort at mutual understanding. But when we are 
preoccupied with the battle aspects, we often lose sight of the cooperative 
DVSHFWV´210 
 
%\H[DPLQLQJWKHµGUDPDWLFYHUVHLVDZLQGRZ¶PHWDShor, the contradiction in 
(OLRW¶VFRQFHSWLRQRIGUDPDWLFYHUVLILFDtion becomes apparent. If we understand 
the dramatic function of verse in his terms, the verse must never do anything 
active enough for us to become conscious of it; as soon as it does, it ceases to 
fulfil its function, which is to let us see what is on the other side of it. Eliot did not 
EHOLHYHWKDWKLVµWUDQVSDUHQW¶YHUVHZDVDVSDVVLve as I have been describing it. 
His assumption seems to be that, although the verse may go unnoticed and could, 
therefore, be mistaken for being passive, it continues to have a series of 
unconscious effects on the audience. The difficulty here is that Eliot never tells us 
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precisely what those unconscious effects are meant to be or how they might relate 
to the action of the drama.  
 
From a twenty-first century perspective, the idea of verse having µunconscious¶ 
effects on an audience may be called into question. Eliot wanted WR³DYRLGIRUPLQJ
in the theatre-audience any special frame of mind such as attends on the 
H[SHULHQFHRIOLVWHQLQJWRDSRHWU\UHFLWDO´211. According to Reuven Tsur, who 
pioneered the study of cognitive poetics212DµVSHFLDOIUDPHRIPLQG¶LVrequired if 
we are to be affected by poetry and verse in a manner that distinguishes such 
ODQJXDJHIURPSURVH7VXUSRVLWVWKHLGHDRID³SRHWLFPRGHRIVSHHFK
perception´213; a mode of listening in which we balance listening purely for 
information or sense (as we do with normal speech) and listening for sound 
qualities (as we do when listening to non-VSHHFK7KLVµSRHWLFPRGH¶UHTXLUHVWKH
sounds and rhythms of verse to be obtrusive enough for us to be conscious of 
them without being so obtrusive that they become the centre of our attention. 
TVXU¶VUHVHDUFKVXJJHVWVWKDWLIZHIROORZ(OLRWLQPDNLQJGUDPDWLF verse 
µXQREWUXVLYH¶WRWKHSRLQWWKDWDXGLHQFHV are no longer conscious of it, then the 
result may be to ensure that the verse as verse has no meaningful impact on the 
audience whatsoever.  
   
My iQWHUHVWKHUHLVQRWLQFULWLFLVLQJ(OLRW¶VSOD\Vbut in pointing out the difficulties 
within his theory of dramatic versification, from the perspective of a contemporary 
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dramatist. My aim is to understand how the use of verse might make a positive 
FRQWULEXWLRQWRGUDPDWLFDFWLRQDQG(OLRW¶VWKHRU\IDLOVWRSURYLGHDFRKHUHQW
explanation. Unless verse serves an active dramatic IXQFWLRQWKHQ(OLRW¶VODZRI
dramatic relevance ± which would be just as applicable to writing in prose ± can 
only inform the use of verse in a negative sense, alerting the writer to the dangers 
of making verse superfluous to action but offering no sense of how verse might be 
XVHGWRFRQWULEXWHWRDFWLRQ0RUHRYHULIYHUVHLVQ¶WFRQWULEXWLQJWRWKHDFWLRQWKHQ
HYHQLIµWUDQVSDUHQW¶LWLVVWLOOVXSHUIOXRXVIURPDGUDPDWLFSRLQWRIYLHZ,WLVMXVW
less noticeably so.   
 
,QGLVFXVVLQJ6KDNHVSHDUH¶VXVHRIverse, however, (OLRWVXJJHVWVWKDW³LWQHYHU
interrupts the action, or is out of character, but, on the contrary, in some 
P\VWHULRXVZD\VXSSRUWVERWKDFWLRQDQGFKDUDFWHU«LWLVdramatic poetry: that is, 
it does not interrupt but intensifies the dramatic situation´214 (original emphasis). 
The idea that verse supports action and character in a way that intensifies the 
drama is very welcome indeed from my perspective. The question is, what does 
that mean? And, how exactly does verse do that? For Eliot, the ways remain 
µP\VWHULRXV¶7VXU¶VDLPLQDGYDQFLQJWKHVWXG\RIFRJQLWLYHSRHWLFVLVWRDOORZ
discussion of the effects of verse and poetry to move beyond a reliance on 
³P\VWHULRXVLQWXLWLRQV´2152IFRXUVH7VXU¶VUHVHDUFKwas not available to Eliot. 
The implication is not that Eliot ought to have taken the cognitive effects of verse 
UK\WKPLQWRDFFRXQWEXWWKDW7VXU¶Vfindings provide further reason for me, as a 
contemporary verse dramatist, WRWUHDW(OLRW¶VDSSroach with caution.  
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There is, however, another potential route to a clearer understanding of verse in 
relation to action, and this route would have been available to Eliot. Action is 
something that dramatic characters do. Action is therefore something that actors 
do. It makes sense, then, to examine the active role of verse by exploring the ways 
in which actors might use it in performance. Eliot, however, takes rather a dim 
view of actors.  
 
1.4 Advice from the Players 
 
(OLRWZDUQVWKDWDQ\DUWIRUPZKLFK³GHSHQGVXSRQUHSUHVHQWDWLRQE\
SHUIRUPHUV´216 is bound to run into difficulties: 
 
A struggle, more or less unconscious, between the creator and the interpreter is 
almost inevitable. The interest of the performer is almost certain to be centred on 
himself: a very slight acquaintance with actors and musiFLDQVZLOOWHVWLI\«7KH
conflict is one which certainly cannot be terminated by the utter rout of the actor 
profession. For one thing, the stage appeals to too many demands besides the 
demand for art for that to be possible; and also we need, unfortunately, something 
PRUHWKDQUHILQHGDXWRPDWRQV2FFDVLRQDOO\DWWHPSWVKDYHEHHQPDGHWRµJHW
DURXQG¶WKHDFWRUWRHQYHORSKLPLQPDVNVWRVHWXSDIHZµFRQYHQWLRQV¶IRUKLPWR
stumble over, or even to develop little breeds of actors for some special Art drama. 
7KLVPHGGOLQJZLWKQDWXUHVHOGRPVXFFHHGV«217 
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,I(OLRW¶VRSLQLRQRIDFWRUVLVMXVWLILHGWKHQWKLVLVWRVD\WKHOHDVWUDWKHU
XQIRUWXQDWH(OLRW¶VKRSHRUDQ\YHUVHGUDPDWLVW¶VKRSHIRUWKDWPDWWHURIDffecting 
a theatre audience through the use of verse is contingent on the fact that the text 
must be spoken and acted on stage. If the inevitable consequence of allowing 
actors near a play is that they will ruin it with their performances, then the whole 
business of writing plays for performance seems to EHDIRRO¶VHUUDQG+RZHYHU
+LQFKOLIIHQRWHVWKDWXQOLNHYHUVHGUDPDWLVWVVXFKDV(OLRW³PDQ\RIWKHEHVW
dramatists writing after 1956 started their careers as actors ± John Osborne, 
Harold Pinter, Henry Livings, Charles Wood ± and it has had an effect on their 
writing. It must have directed their attention to what happens in the theatre as well 
DVZRUGV´218. He goes on to claim that these playwrights, again, unlike verse 
GUDPDWLVWVVXFKDV(OLRWVKRZHGDQDZDUHQHVVRI³WKHIDFWWKDWDSOD\LVQRW
primarily a verbal medium: it is action, indicated by words and gestures spoken by 
DQDFWRU´219. This suggests that, pace Eliot, dramatists might be better off engaging 
ZLWKWKHDFWLQJSURFHVVUDWKHUWKDQWKLQNLQJRIWKHDFWRUDVDQREVWDFOHWRµJHW
DURXQG¶ 
 
Glyn Maxwell, expanding considerably on the idea that his plays are written in 
YHUVH³EHFDXVHSRHWVZULWHLQYHUVHDQGDSRHWZURWHWKHVH´220, dedicates a 
section of his book On Poetry to his explorations of verse drama. He 
acknowledges that he leaves a great deal unsaid about the art of dramatic writing 
DQGWKDWKLVWKRXJKWVRQGUDPDWLFYHUVHEHORQJWR³DSRHW¶VERRNDQGDERRNDERXW
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SRHWV´221 UDWKHUWKDQWRDIXOOFRQVLGHUDWLRQRIGUDPDDVGUDPD³:KDW,NQRZDERXW
the making of a play, the arcs, the aesthetics, the character-journeys ± I was going 
WRVD\WKDWZRXOGWDNHDGLIIHUHQWERRN%XWLWZRXOGQ¶WLWZRXOGVFDUFHO\ILOODSDJH
ZKDWYHU\OLWWOH,¶PVXUHDERXWRQWKDWVFRUH´222 Whilst Maxwell is undoubtedly 
being modest, it is true that the insights offered in On Poetry have less to say 
about the practical dramatic considerations of versification than one, in addressing 
the concerns of this thesis, might hope. His suggestion that verse is suited to 
GUDPDEHFDXVHLWLV³FUHDWXUHO\´223 has relevance to the discusVLRQRIµXQUHDOLVWLF¶
experiential truth and is used to justify his dismissal of those: 
 
«'XOOYRLFHV>WKDW@ ever burble YHUVHLVQ¶WQDWXUDOPHWUH¶VQRWDXWKHQWLFUK\PH
LVQ¶WUHDO. Perhaps people who think that way somehow believe that four hundred 
years ago we really did speak in high pentameters and complex metaphors 
dreamed up on the spot, or rhyme as we left the room, leaving some vagabonds 
and clowns to clatter in and swap incomprehensible prose riddles while we 
powdered our noses.224 (original emphasis) 
  
7KHDVVRFLDWLRQRIYHUVHGUDPDZLWKDNLQGRIµFUHDWXUHO\¶H[SHULHQFHWKDWLV
EH\RQGRURWKHUWKDQµUHDOLVWLF¶SUHVHQWDWLRQVRIdaily life finds parallels in Raphael 
/\QH¶VDVVHUWLRQLQVWXG\LQJWKHFRJQLWLYHXQGHUSLQQLQJVRI6KDNHVSHDUHDQ
rhetoric, WKDW³SHRSOHGRQ¶WWDONOLNHWKLVEXWWKH\PD\WKLQNOLNHLW´225. Such notions 
                                                          
221 Glyn Maxwell, On Poetry (London: Oberon Books, 2012), 131. 
222 Ibid., 130 W31. 
223 Ibid., 133. /ŶƵƐŝŶŐƚŚĞƚĞƌŵ “ĐƌĞĂƚƵƌĞůǇ ? ?DĂǆǁĞůůƐƵŐŐĞƐƚƐƚŚĂƚǁĞĐŽŶŶĞĐƚǁŝƚŚƉŽĞƚƌǇŽŶĂŶ
 ‘ĂŶŝŵĂůŝƐƚŝĐ ? ?primal level; that verse captures and echoes the rhythms of the pulse and the breath, and that 
ƚŚĞ ‘ƚƌƵƚŚ ?ŽĨƉŽĞƚƌǇŝƐĞǆƉĞƌŝĞŶĐĞĚŝŶ “ƚŚĞŐƵƚ ?ƚŚĞůƵŶŐƐ ?ƚŚĞǁŝŶĚƉŝƉĞ ? ?/ďŝĚ ? ?
224 Ibid. 
225 Raphael Lyne, Shakespeare, Rhetoric and Cognition (Cambridge University Press, 2011), 27. 
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RIµWUXWK¶DUHYDOXDEOHEXWWKH\RQO\EHFRPHdramatic truths if they are linked to 
action2WKHUZLVHWKH\DUHQRGLIIHUHQWWR(OLRW¶VGHVLUHWRH[SUHVVHPRWLRQDODQG
spiritual experiences without reference to any dramatic function. Sadly, Maxwell 
does not discuss action explicitly, but he does discuss the importance of actors. 
He recounts an anecdote about a rehearsal for one of his plays in which one of the 
actors suggested that an entire speech might be cut: 
 
When actors ask for fewer OLQHV\RXNQRZWKH\¶UHGHDGVHULRXV$QGLI\RX¶UHQHZ
WRWKLVDQG\RXWKLQN\RX¶UHWKHRQO\PDNHUKHUH\RXWU\WRVWDUHWKDWGRZQLW¶VQRW
\RXUFKDUDFWHULW¶VPLQHVR,NQRZVRWKHUH%XW\RXGRQ¶WEHFDXVHSRHWQRZ
that the words are passing through the souls of actors, \RX¶UHnew to the play too, 
and someone who has trained about a thousand times harder than you and in the 
company of some of the best English ever written is telling you what she knows, 
what he knows, what their bodies know about English. Know as much as they do; 
only then can you stare them down.226 (original emphasis) 
 
This respect for, and deference to, the embodied understanding of the actor offers 
a stark contrast to the attitude of Eliot. What, though, if verse dramatists, rather 
WKDQVLPSO\DFFHSWLQJWKHLUSODFHDVµSRHWV¶, take Maxwell at his word and try to 
NQRZZKDWWKHDFWRUNQRZVWRNQRZZKDWWKHDFWRU¶Vbody knows, about the 
dramatic and experiential qualities of WKHYHUVH"1RWLQRUGHUWR³VWDUHWKHDFWRU
GRZQ´ but because, maybe, by experiencing the verse as an actor would we might 
gain some understanding of what it means for verse to become part of the action. 
 
                                                          
226 Maxwell, On Poetry, 133. 
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This implies taking a closer look at the way in which actors approach verse for the 
purposes of performance. Texts on the techniques of speaking and acting 
dramatic verse, at least those aimed at actors working in English, are almost all 
focused on the works of Shakespeare. Leading practitioners such as Peter Hall227, 
John Barton228, Cicely Berry229, Patsy Rodenburg230, Giles Block231, Patrick 
Tucker232, Barbara Houseman233 and Kirsten Linklater234 all offer advice to actors 
ORRNLQJWRWDFNOH6KDNHVSHDUH¶VYHUVH,WKDVEHHQQRWHGKRZHYHUWKDWDQLQWHUHVW
in dramatic action, as understood by contemporary Stanislavskian practitioners, 
may not be considered appropriate for the interpretation and performance of plays 
written in the Elizabethan and Jacobean eras and that, indeed, some practitioners 
reject such techniques when it comes to approaching Shakespeare. At the same 
time, it has also been noted that many contemporary practitioners do apply 
6WDQLVODYVNLDQQRWLRQVWR6KDNHVSHDUH¶VSOD\V6WDQLVODYVN\KLPVHOIFHUWDLQO\
discusses Shakespearean characters and a number of his followers seem to work 
on the assumption that the principles of the system can be applied just as readily 
WR6KDNHVSHDUH¶VSOD\VDVWRDQ\RWKHU:KHQLWFRPHVWRQRWMXVWDGLVFXVVLRQRI
6KDNHVSHDUH¶VFKDUDFWHUVDVVXEVWDQWLYHDJHQWVZLWKDFWLRQVWRSlay, but an 
explanation as to how the specific qualities of the verse as verse are used as part 
of the action, we find that there is a gap in the system. 
 
                                                          
227 Peter Hall, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐĚǀŝĐĞƚŽƚŚĞWůĂǇĞƌƐ, (London: Oberon Books Ltd, 2009). 
228 Barton, Playing Shakespeare. 
229 Cicely Berry, The Actor And The Text (London: Virgin Books, 2000). 
230 Patsy Rodenburg, Speaking Shakespeare (London: Methuen Drama, 2005). 
231 Giles Block, ^ƉĞĂŬŝŶŐdŚĞ^ƉĞĞĐŚ PŶĐƚŽƌ ?Ɛ'ƵŝĚĞdŽ^ŚĂŬĞƐƉĞĂƌĞ (London: Nick Hern Books, 2013). 
232 Tucker, Secrets of Acting Shakespeare. 
233 Barbara Houseman, Finding Your Voice: A Complete Voice Training Manual for Actors  ?EĞǁzŽƌŬථ P
London: Nick Hern Books, 2002). 
234 Kristin Linklater, &ƌĞĞŝŶŐ^ŚĂŬĞƐƉĞĂƌĞ ?ƐsŽŝĐĞ (London: Nick Hern Books, 2010). 
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7KHLVVXHLVWKDWSUDFWLWLRQHUVHQJDJHGLQGHVFULELQJ6WDQLVODYVN\¶VV\VWHP
though happy to discuss Shakespeare in general, do not attempt to tackle the 
specific issues of speaking and interpreting dramatic verse. This may be because, 
whilst Stanislavskian practitioners are undoubtedly aware of its challenges, verse-
speaking is considered a fairly specialist skill, irrelevant to many of the prose texts 
that actors will encounter, and therefore beyond the scope of books about 
Stanislavsky. This is what we find when Bella Merlin, for example, discusses 
Shakespearean characters in the same breath as those created by modern 
playwrights ± ³*LYHQFLUFXPVWDQFHVDUHHVVHQWLDOO\WKHVSULQJERDUGVIRU\RXU
LPDJLQDWLRQWRSURSHO\RXWRZDUGVZKDW6WDQLVODYVN\FDOOVWKHPDJLFµLI¶µ:KDW
would I do if ,VXVSHFWHGP\XQFOHKDGPXUGHUHGP\IDWKHU"¶Hamletµ:KDWZRXOG
I do if P\ZLIHZDVDFFXVHGRIZLWFKFUDIWDQG,NQHZVKHZDVLQQRFHQW"¶The 
Crucible´235 ± DQGQRWHVWKDWZKHQLWFRPHVWR6KDNHVSHDUH³FHUWDLQFKDUDFWHUV
speak in prose, others in poetry: the language tends to be very muscular, and ± as 
is the case with most Shakespearean characters ± they all enjoy words, taking a 
GLVWLQFWSOHDVXUHLQWKHVRXQGRIWKHLURZQYRLFHV´236. However, when it comes to a 
more detailed discussion of textual features, Merlin GLUHFWVKHUUHDGHUVWR³WKH
excellent thoughts and exerciseVLQWKHERRNVRIFRQWHPSRUDU\YRLFHWHDFKHUV´237. 
This seems quite sensible. To expect a single book to offer a complete guide to 
Stanislavsky and provide an in-depth discussion of performing iambic pentameter 
is perhaps a little unreasonable.  
 
                                                          
235 Merlin, The Complete Stanislavsky Toolkit, 67. 
236 Ibid., 63. 
237 Ibid., 100. 
79 
 
When we turn to books dedicated to voice, verse and text work for the actor, 
KRZHYHUZHILQGWKHRSSRVLWHµSUREOHP¶WKHDVVXPSWLRQWKDWDFWRUVVKRXOGSOD\
actions is there, but, for all the guidance on understanding and speaking the verse, 
the precise nature of the relationship between verse-speaking and action-playing 
UHPDLQVP\VWHULRXV7KXVLQKLVJXLGHWRµVSHDNLQJWKHVSHHFK¶*LOHV%ORFN
DGYLVHVXVWKDW³LW¶VZRUWKUHPHPEHULQJWKHobvious. We speak in order to bring 
DERXWDFKDQJH«6SHDNLQJLVDQDFWLRQLt is designed to have an effect´238 (my 
italics). The µobvious¶ point is that the verse serves the action. But when it comes 
to describing the qualities of the verse as verse, we tend to be offered emotions 
DQGIHHOLQJVUDWKHUWKDQDFWLRQVDQGDFWLYLWLHV³YHUse is the emotional expression 
RIWKRXJKW´239YHUVH³VXSSRUWVWKHHPRWLRQ´240, the use of a particular stress 
³UHOHDVHVDVWURQJHPRWLRQDOFKDUJH´2416KDNHVSHDUHXVHVYHUVHWR³FDSWXUHWKH
VRXQGVRIVRPHHPRWLRQDOVWDWHV´242ZHFDQXVWKHYHUVHWR³SXWXVLQWRuch with 
WKHHPRWLRQVEHKLQGWKHWKRXJKWV´243.  Along the way, we do get some hints as 
how verse might be used actively. In discuVVLQJDVSHHFKRI4XHHQ0DUJDUHW¶V
from Henry VI, Part 2%ORFNWHOOVXV³WKHWURFKHHLVDVVHUWLYHDQGPDNHVXVµVLWXS
and listHQ¶ZKLFKLVMXVWZKDW4XHHQ0DUJDUHWZDQWVKHUDXGLHQFHERWKRQVWDJH
DQGLQWKHWKHDWUHWRGR´244 As actions go, mDNLQJSHRSOHµVLWXSDQGOLVWHQ¶PD\
seePUDWKHUµJHQHUDO¶, but it is an active pursuit and moreover it is linked to a 
specific feature of the verse. Such glimpses, however, are fleeting and more often 
WKDQQRWWKHHPRWLRQDODQGµSRHWLF¶TXDOLWLHVRIYHUVHWDNHFHQWUHVWDJH+DOO
LQIRUPVXVWKDWZKHQWKHUHDUHYDULDWLRQVLQWKHFRQVWUXFWLRQRI6KDNHVSHDUH¶V
                                                          
238 Block, Speaking The Speech, 16. 
239 Ibid., 13. 
240 Ibid., 16. 
241 Ibid., 25. 
242 Ibid., 35. 
243 Ibid., 37. 
244 Ibid., 30. 
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YHUVH³WKHUHDUHXVXDOO\HPRWLRQDOUHDVRQVIRUWKHP´245, Kristin Linklater tells us 
WKDWLIZHHQJDJHZLWK6KDNHVSHDUH¶VWH[W³\RXZLOOH[SHULHQFHWKHHPRWLRQWKDW
6KDNHVSHDUHLQWHQGHG´246&LFHO\%HUU\LQVLVWVWKDW³LQWKHGLVFLSOLQHRISRHWLFWH[W
we have to release our feeling through thHVWUXFWXUHRIWKHVSHHFK´247. All of these 
points are YDOLGDQG,GRQRWPHDQWRGHQ\WKHHPRWLRQDOFRQWHQWRI6KDNHVSHDUH¶V
verse, but emotional expression, in and of itself, does not create a distinction 
between the merits of lyrical verse and those of dramatic verse: expressing 
feelings for their own sake is not active and action iVWKH³FKLHIHOHPHQWRIRXUDUW´. 
 
The difficulty, then, is that if rigorous analysis of dramatic verse is left to experts in 
WKHµYRLFHDQGWH[WGHSDUWPHQW¶ZKRLQWXUQOHDYH the rigorous application of 
Stanislavskian principles to the teachers of acting, this leaves a gap in our 
understanding of how verse might make a specific contribution to action. It may 
well be that, in practice, actors, directors and teachers are bridging this gap but, if 
so, we lack a clear and consistent explanation of how they are doing it.  
 
The director John Barton is perhaps tKHPRVWH[SOLFLWLQKLVDLPRI³PDUU\LQJWKH
WZRWUDGLWLRQV´ of Shakespearean verse-speaking and Stanislavskian action-
playing. He begins Playing Shakespeare by acknowledging the difficulty I have 
been considering above:  
 
                                                          
245 Hall, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐĚǀŝĐĞƚŽƚŚĞWůĂǇĞƌƐ, 30. 
246 Linklater, &ƌĞĞŝŶŐ^ŚĂŬĞƐƉĞĂƌĞ ?ƐsŽŝĐĞ, 54. 
247 Berry, The Actor And The Text, 47. 
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«%XWZKDW¶VVRGLIILFXOWDERXWDFWLQJ6KDNHVSHDUH":KDW¶VWKHSUREOHP"2U
LQGHHGµ,VWKHUHDSUREOHP"¶:HOO\HV,EHOLHYHWKDWWKHUHLV7ZRWKLQJVQHHGWR
FRPHWRJHWKHUDQGWKH\ZRQ¶WZLWKRXWDORWRIKDUGZRUNDQGPXFKWULDODQGHUURU
)LUVWWKHUH¶V6KDNHVSHDUH¶VWH[WZULWWHQDWDSDUWLFXODUWLPHDQGIRUSDUWLFXODU
DFWRUV«6HFRQGO\WKHUHDUHWKHDFWRUVWRGD\ZLWKWKHLUPRGHUQKDELWRIPLQGDQG
their differHQWDFWLQJWUDGLWLRQ«248 
 
3DUWRIWKLVGLIILFXOW\FDQEHH[SODLQHGE\ZKDW%DUWRQUHIHUVWRDVWKH³QDWXUDOLVWLF
fallaF\´249 of modern actors feeling compelled to downplay the language of the 
text, to insert pauses and hesitations and so on in order to make thHWH[WµUHDO¶
%DUWRQDOVRVXJJHVWVWKDW³WRJRVROHO\IRUWKHKHLJKWHQHGODQJXDJHLVDV
GDQJHURXVDVWRSOXPSWRWDOO\IRUQDWXUDOLVP´250 DQGFRQFOXGHVWKDW³DULJKW
balance has to be found between the naturalistic and heightened elements in 
>6KDNHVSHDUH¶V@ WH[W´251. In terms of incorporating Stanislavskian principles into the 
discussion of Shakespeare, Barton suggests that the thing to remember is: 
 
7KHLPSRUWDQFHRIDVNLQJWKHTXHVWLRQµ:KDWLVP\LQWHQWLRQ"¶,IZHKDGWRUHGXFH
our modern tradition to one single point, I think it would be this. It is practical 
advice which always works and always helps the actor. Yet it is often confusing to 
people who approach a text from a literary or non-theatrical view-point.252 
 
                                                          
248 Barton, Playing Shakespeare, 8. 
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%\DVNLQJWKHTXHVWLRQµ:KDWLVP\LQWHQWLRQ"¶%DUWRQLVHPSKDVLVLQJthe 
importance of action253. However, the idea that ZKDWZHDUHDIWHULVD³EDODQFH´
between Shakespearean verse-speaking and Stanislavskian action-playing does 
suggest that they are opposing forces rather than active partners; that we need to 
do two different things at the same time (EHLQJPLQGIXOWKDWRQHGRHVQ¶WFRPHWR
overshadow the other) rather than doing one thing that binds both elements 
WRJHWKHU9DOLGDQGXVHIXODV%DUWRQ¶VDSSURDFKKDVSURYHGLWGRHVQRWSURYLGH a 
systematic way of analysing and interpreting verse as serving an active function. 
 
Barton does, however, offer a tantalising glimpse of what an action-based 
XQGHUVWDQGLQJRIYHUVHPLJKWORRNOLNH'LVFXVVLQJ+HQU\9¶VIDPRXVOLQH 
 
 Once more unto the breach, dear friends, once more  (Henry V, 3.1.1)254 
 
Barton concludes that the line contains seven strong stresses255: 
 
So what is Shakespeare doing there? Well, we can ask ourselves what Henry V is 
GRLQJ:KDW¶VKLVLQWHQWLRQ"7RSHUVXDGHKLVVROGLHUVWRJREDFNLQWR the breach. A 
tired, out-of-breath leader desperately trying to reach and rally his men. Now this 
strongly overstressed verse line reinforces this.256 
                                                          
253 /ǁŽƵůĚ ?ŚŽǁĞǀĞƌ ?ƌĂŝƐĞƐůŝŐŚƚĐŽŶĐĞƌŶƐŽĨƚŚĞĐŚŽŝĐĞŽĨƚŚĞǁŽƌĚ ‘ŝŶƚĞŶƚŝŽŶ ?ŽǀĞƌ ‘ĂĐƚŝŽŶ ?Žƌ ‘ĂĐƚŝǀŝƚǇ ? ?
ĐƚŝŽŶŝŶ^ƚĂŶŝƐůĂǀƐŬǇ ?ƐƐĞŶƐĞŝƐŝŶƚĞŶƚŝŽŶĂů ?ďƵƚŝƚŝƐƋƵŝƚĞƉŽƐƐŝďůĞƚŽŚĂǀĞĂŶŝŶƚĞŶƚŝŽŶǁŝƚŚŽƵƚƚŚĂƚ
intention translating into action. 
254 All Shakespearean quotations and line references are from Arden Shakespeare Complete Works, ed. Ann 
Thompson, David Scott Kastan, and Richard Proudfoot, (London: Arden Shakespeare, 2011). 
255 Barton, Playing Shakespeare, 27. 
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Barton does not pause for long enough to explain quite how and why the verse 
line reinforces the activity µWRUDOO\¶QRUWRH[SORUHWKHFRQQHFWLRQEHWZHHQVWURQJ
VWUHVVHVDQGEHLQJµWLUHGDQGRXW-of-EUHDWK¶3HUKDSVKHWDNHVWKHVHFRQQHFWLRQV
to be self-evident. Though both rhythmic variations in the verse and character 
µLQWHQWLRQV¶DUHGLVFXVVHGWKURXJKRXWPlaying Shakespeare, they are never again 
linked together so explicitly. Yet, I believe that in this almost throwaway remark lies 
the seed of an idea that, if refined, extended and applied systematically, could 
throw additional light on contemporary approaches to interpreting dramatic verse 
for performance. 
 
My intention, then, is to build on the work of practitioners such as Barton so that 
potential links between the construction of the verse and the actions and activities 
of the dramatic character are made clear and explicit. If I can gain a coherent 
XQGHUVWDQGLQJRIKRZDQGZK\YHUVHFRXOGEHXVHGE\DFWRUVWRµUHLQIRUFH¶RU
µLQWHQVLI\¶WKHGUDPDWLFDFWLRQRIDVFHQHWKHQWKLVZLOOQRWRQO\KDYHWKHSRWHQWLal to 
benefit actors themselves; it might also allow me, as a dramatist, to construct 
verse for the specific purpose of action in performance. In translating this intention 
into action, however, there is another obstacle to negotiate. 
 
In her recent book Shakespearean Verse Speaking257, Abigail Rokison offers a 
thorough and at times stinging critique of contemporary approaches to interpreting 
                                                          
257 Rokison, Shakespearean Verse Speaking. 
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Shakespeare for performance. Her main criticism is that practitioners including 
Hall, Barton, Berry and Rodenburg: 
 
All work from the principle that the structure of SKDNHVSHDUH¶VYHUVHSURYLGHV
DFWRUVZLWKµFOXHV¶DVWRKRZWRVSHDNWKHOLQHV7KHODQJXDJHXVHGE\>WKHVH
practitioners] betrays their intentionalist aims, referring to the need to convey 
µ6KDNHVSHDUH¶VPHDQLQJ¶,WLVDOVRLQWHUHVWLQJLQLWVLQIHUHQFHDERut the 
relationship between author and actor. Rather than viewing the verse structure as 
a stylistic device that enhances the meaning of the words, and which is a feature 
of poetic form from its earliest incarnations, the authors speak of versification and 
OLQHDWLRQDVGHOLEHUDWHµDXWKRULDO¶PHDQVRIJXLGLQJWKHDFWRUVLQWKHGHOLYHU\RIWKH
lines.258 
 
This, in the first instance, is not a question of how the verse might be used 
actively, but of how the verse ought to be spoken. The clearest example of basing 
LQWHUSUHWDWLRQVRI6KDNHVSHDUH¶VYHUVHRQDVXSSRVHGNQRZOHGJHRIWKHDXWKRU¶V
LQWHQWLRQVLVSURYLGHGE\3HWHU+DOO³6KDNHVSHDUHWHOOVWKHDFWRUZKHQWRJRIDVW
and when to go slow; when to come in on cue, and when to accent a particular 
word or series of words. He tells the actor to do much else; and he always tells 
KLPZKHQWRGRLWSURYLGHGWKHDFWRUNQRZVZKHUHWRORRN´259 The idea of 
Shakespeare µtelling the actor what to do¶ LVDOVRVHHQLQ%DUWRQ¶VVXJJHVWLRQWKDW
the verse might be understood as FRQWDLQLQJDVHULHVRI³KLGGHQVWDJH-
GLUHFWLRQV´2605RNLVRQFULWLFLVHVWKHµSUHVFULSWLYH¶QDWXUHRIVXFKDQDSSURDFK
                                                          
258 Ibid., 11. 
259 Hall, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐĚǀŝĐĞƚŽƚŚĞWůĂǇĞƌƐ, 13. 
260 Barton, Playing Shakespeare, 30. 
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QRWLQJWKDW³SUDFWLWLRQHUVKDYHDWHQGHQF\WRLPSO\WKDWWKHUHDUHµUXOHV¶«DQGWR
neglect the possibility of variation and development in 6KDNHVSHDUH¶VXVHRI
PHWULFDOVWUXFWXUHV´261 6XFKDSSURDFKHVDUHWKHUHIRUHµUHGXFWLYH¶DQGUHVWULFWWKH
interpretatLYHIUHHGRPRIDFWRUV5RNLVRQ¶VFRQVLGHUDWLRQVHFKRWKHFRQFHUQVRI
3HWHU+ROODQGZKHQKHGLVFXVVHVWKH³GRPLQDQFHRIWKH6KDNHVSHDUHWH[WRver 
WKHDFWRU´OHDGLQJWRWKHVHQVHWKDW³WKHDFWRU¶VWDVNLVWRJHWLWULJKWQRWWRPDNH
choices, to do what Shakespeare requires, not what the social and historical 
FRQGLWLRQVRISHUIRUPDQFHGHPDQG´262. Michael Cordner finds that editors of 
Shakespeare cDQEHMXVWDVµUHGXFWLYH¶E\PDNLQJSURQRXQFHPHQWVDERXWKRZ
OLQHVDQGSDVVDJHVVKRXOGEHLQWHUSUHWHGLQDZD\WKDW³PLVUHSUHVHQWVWKH
FRPSOH[LW\RIFKRLFHV´263 available to readers and performers. 
 
0\RZQFRQFHUQVDERXWVXFKµSUHVFULSWLYH¶DSSURDFKHVWRWKe performance of 
dramatic verse are as follows: Firstly, from an acting perspective, such 
approaches seem to contradict some of the basic principles of the way in which 
Stanislavskian practitioners understand and interpret dramatic texts. Within 
StanislavsN\¶VV\VWHPWKHWH[WLVXQGHUVWRRGDVSUHVHQWLQJquestions for the actor, 
not a series of instructions. To be told that there is one pre-GHWHUPLQHGµFRUUHFW¶
way of speaking any given line and that any alternative readings are therefore 
µZURQJ¶NLOOVWKH SRVVLELOLW\RIFUHDWLYHH[SORUDWLRQ)URPDSOD\ZULJKW¶V
perspective, however, one might think that being able to tell the actors what to do 
would be a great boon. Eliot would approve, although he might doubt the ability of 
                                                          
261 Rokison, Shakespearean Verse Speaking, 13. 
262 WĞƚĞƌ,ŽůůĂŶĚ ? ‘^ŚĂŬĞƐƉĞĂƌĞ ?ƐdǁŽŽĚŝĞƐ ? in Barbara Hodgdon and W. B. Worthen, eds., A Companion 
to Shakespeare and Performance, (Oxford: Wiley-Blackwell, 2008), 41. 
263 DŝĐŚĂĞůŽƌĚŶĞƌ ? ‘Editing Macbeth ? in Peter Holland, ed., Shakespeare, Memory and Performance 
(Cambridge University Press, 2006), 96. 
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WKHDFWRUVWRHYHUJHWLWµULJKW¶0\FRQFHUQKHUHLVQRWWKDWDYHUVHGUDPDWLVWPLJKW
have a particular performance choice in mind and try to construct lines in a way 
that reflects that choice ± that seems to me to be quite a sensible way of 
approaching the task ± but that, if all the YHUVHDPRXQWVWRLVDVHULHVRIµHQFRGHG
LQVWUXFWLRQV¶IRUWKHDFWRUWKHQWKLVLVLQGDQJHURIUHGXFLQJYHUVHFRQVWUXFWLRQWR
an arbitrary sign-system. If my sole aim is to tell the actor what to do by hiding 
µVWDJH-GLUHFWLRQV¶LQWKHYHUVH, my task might be a relatively easy one. I just need 
WRGHFLGHZKLFKIHDWXUHRIWKHYHUVHµPHDQV¶ZKDWDQGWKHQWHDFKWKLVµFRGH¶WR
DFWRUVDQLQLWLDOµWURFKHH¶means WKDWWKHDFWRUVKRXOGSOD\WKHDFWLYLW\µWRFKDUP¶D
µIHPLQLQHHQGLQJ¶means that the actor should plD\WKHDFWLYLW\µWRLQWLPLGDWH¶DQG
so on. This would provide a clear and consistent way of linking verse construction 
WRDFWLYHSHUIRUPDQFHFKRLFHV%XWZKDWZRXOGEHWKHSRLQW"7KHVHµPHDQLQJV¶DUH
arbitrary. I might just as well write my instructions as stage-directions next to the 
WH[WUDWKHUWKDQJRWRDOOWKHWURXEOHRIµKLGLQJ¶WKHPLQWKHYHUVH,IWKHUHLVDQ
active performance choice attached to a particular line of verse then it is my 
contention that the choice should be made on the basis of how a particular verse 
construction can be used within a particular dramatic context, not on the basis of 
appeals to authority. 
 
There is, however, another consideration. For the actor, being told (or learning to 
decipher) authorial intention does provide a clear reason as to why a line should 
be performed in a particular way. When the author has a reputation such as 
6KDNHVSHDUH¶V, WKLVµDXWKRULW\¶FDUULHVDORWRIZHLJKW,I6KDNHVSHDUHKLPVHOILV
telling you to perform the line in a particular way, then it is a brave actor who 
ignores the instruction. What happens, though, if this authority is removed? If we 
go to the other extreme and say that there are no rules whatsoever restricting the 
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ZD\LQZKLFKDFWRUVµRXJKW¶WRVSHDNWKHYHUVH ± if it is simply a case of saying it 
however you feel like ± then this is not useful for the playwright either. If there is no 
UHDVRQWRVXSSRVHWKDWDFWRUVµRXJKW¶WRWUHDWWKHYHUVHLQDQ\SDUWLFXODUZD\WKHQ
once again, the effort a verse dramatist might expend in constructing the verse to 
serve a particular purpose seems to be waste of time and energy. This is what I 
UHIHUWRDVWKHµLV-RXJKW¶SUREOHPRIGUDPDWLFYHUVHKRZFDQZHPRYHIURPD
discussion of how the verse is constructed to a discussion of how the verse ought 
WREHSHUIRUPHGZLWKRXWLPSRVLQJDVHULHVRIUHVWULFWLYHDUELWUDU\µUXOHV¶? This 
question will be addressed in the next chapter. 
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Chapter 2: The Verse Psychology Game 
 
 
2.1 Playing with Words 
 
I have suggested that in order to develop an action-based approach to writing 
dramatic verse, it is necessary to understand how actors might interpret and use 
such verse actively. However, when it comes to the issue of action-playing, I have 
also identified a lack of clarity and consistency in contemporary attitudes towards 
LQWHUSUHWLQJGUDPDWLFYHUVHIRUSHUIRUPDQFH0\DLPLVWREXLOGRQ%DUWRQ¶VZRUNRI
µPDUU\LQJWKHWZRWUDGLWLRQV¶DQGRIIHUDIUDPHZRUNLQZKLFKWKHUHODWLRQVKLS
between verse-speaking and action-playing can be understood more clearly. Such 
a framHZRUNVKRXOGDYRLGERWKWKHµYDJXHDQGZRROO\¶DSSURDFKHVWRYHUVHDQG
action described by Gaskill, and the reductive and prescriptive reliance on 
µDSSHDOVWRDXWKRULW\¶FULWLFLVHGE\5RNLVRQ 
 
The framework I propose is what I call the Verse Psychology Game. In this 
chapter, I describe three key concepts within that framework: 
 
The first is that interpreting dramatic texts according to Stanislavskian principles of 
dramatic truth and dramatic action can be regarded as a kind of game, governed 
E\µFRQVWLWXWLYHUXOHV¶6XFKUXOHVDOORZDFWRUVWRPDNHinformed judgements about 
WKHµVXFFHVV¶RUµDSSURSULDWHQHVV¶RIWKHLUSHUIRUPDQFHFKRLFHVZKLOVWVWLOODOORZLQJ
considerable scope for interpretive freedom and creativity. This casts the 
playwright in the role of ³JDPHZULJKW´7KHµplaywright-as-JDPHZULJKW¶FDQXVHWKLV
understanding of the acting process to make informed judgements about the 
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performative potential of a dramatic text; that is, the extent to which a text allows 
or affords active performance choices.  
 
The second key concept is that of dramatic hyperactivityDµKHLJKWHQHG¶RU
µLQWHQVLILHG¶IRUPRIDFWLRQ-playing. Such hyperactivity will not resemble the 
behaviour of people in everyday life. However, within an appropriate dramatic 
context, such behavLRXUPLJKWVWLOOEHFRQVLGHUHGµORJLFDODQGFRKHUHQW¶DQG
therefore truthful. Moreover, certain texts might require µKHLJKWHQHG¶SHUIRUPDQFH
choices. In other words, hyperactivity might be considered more truthful in certain 
GUDPDWLFFRQWH[WVWKDQµQDWXUDOLVWLF¶SHUIRUPDQFHFKRLFHV. Plays requiring 
hyperactive performance are considered to be specialist versions of the 
Stanislavskian acting game and I argue that actors engaged in such versions of 
WKHJDPHUHTXLUHVSHFLDOLVWµWRROV¶0\FRQWHQWLRQLVWKDWPHtrical dramatic verse 
FDQRSHUDWHDVDVSHFLDOLVWµWRRO¶UHSOHWHZLWKhyperactive potential.  
 
The third component of the Verse Psychology Game is what I refer to as the 
Motion in Poetry Metaphor. The key concept here is that the rhythms of metrical 
dramatic verse can be understood and experienced in terms of purposeful 
movements of the human body, and that these movements can, in turn, be 
understood and experienced as embodying the psychophysical sensations of 
specific dramatic activities. The Motion in Poetry Metaphor is an example of 
Conceptual Metaphor as discussed by Lakoff and Johnson, who demonstrate that 
the use of metaphor is not just a poetic device, but an essential part of how we as 
KXPDQEHLQJV³XQGHUVWDQGDQGH[SHULHQFH´264 ourselves, our ideas, and the world 
                                                          
264 Lakoff and Johnson, Metaphors We Live By, 5. 
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DURXQGXV)DPLOLDUH[DPSOHVRIVXFKPHWDSKRULFDOFRQFHSWVLQFOXGH³DUJXPHQWLV
ZDU´265³WLPHLVPRQH\´266³PRUHLVXS´267 DQG³OLIHLVDMRXUQH\´268. Such 
metaphors give voice to experiential truths269. That is, when we use the conceptual 
metaphor, ZHGRQ¶WMXVWsay WKDWµDUJXPHQW¶LVZDUZHexperience it as such.  
 
0\FRQWHQWLRQLVWKDWWKHPHWDSKRULFDOFRQFHSWµYHUVHUK\WKPLVSK\VLFDO
PRYHPHQW¶KDVRIWHQEHHQXVHGWRXQGHUVWDQGDQGH[SHULHQFHYHUVHUK\WKP270, 
but that the full dramatic potential of this concept has not been utilised. The 
metaphorical nature of the concept has rarely been explored, and it has been 
applied to the discussion of verse rhythm on an ad hoc basis rather than being 
employed systematically. Furthermore, this concept has not been linked to another 
metaphor concerning the relationship between physical movement and dramatic 
action-playing. Vladimir Mirodan identifies a metaphorical concept at the heart of 
the Laban-Malmgren System RIDFWRUWUDLQLQJ³SV\FKRORJLFDODFWLRQLVSK\sical 
DFWLRQ´271. Utilising this metaphor, actors learn to understand and experience 
dramatic activities as purposeful movements of the human body which can be 
GHVFULEHGDQGFDWHJRULVHGDFFRUGLQJWR/DEDQ¶VV\VWHPRI:RUNLQJ$FWLRQV)RU
example, playing an DFWLYLW\VXFKDVµWRFKDUP¶PLJKWEHXQGHUVWRRGDQG
experienced as a Gliding (Light/Direct/Sustained) movement, whereas playing an 
                                                          
265 Ibid., 4. 
266 Ibid., 7. 
267 Ibid., 15. 
268 Ibid., 44. 
269 Ibid., 175. 
270 E.g. Robert Beum and Karl Shapiro, The Prosody Handbook: A Guide to Poetic Form (New York: Dover 
Publications Inc., 2009), 1; Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, (Berkeley: University of California Press, 
1992), 21; Donoghue, The Third Voice, 266; Eliot, Selected Prose, 73; Peter L. Groves, Strange Music: The 
Metre of the English Heroic Line (Victoria, British Columbia: University of Victoria Department of English, 
1998), 39; Derek Attridge, Poetic Rhythm: An Introduction (Cambridge University Press, 1995), 3; Berry, The 
Actor And The Text ? ? ? ? ?DŝĐŚĂĞů ?,ƵƌůĞǇĂŶĚDŝĐŚĂĞůK ?EĞŝůů ?Poetic Form: An Introduction (Cambridge 
University Press, 2012), 18. 
271 Mirodan,  ‘ĐƚŝŶŐƚŚĞDĞƚĂƉŚŽƌ ?, 40. 
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DFWLYLW\VXFKDVµWRLQWLPLGDWH¶PLJKWEHXQGHUVWRRGDQGH[SHULHQFHGDVD3XQFKLQJ
(Strong/Direct/Quick) movement. Thus an acWRU¶VHQJDJHPHQWLQDFWLRQ-playing is 
UHJDUGHGQRWPHUHO\DVDµSV\FKRORJLFDO¶SURFHVVEXWDVDQHPERGLHG
psychophysical process, rooted in experiential truth. 
 
If the rhythm of a particular line of metrical dramatic verse can be understood and 
experienced in terms of a particular physical movement, and if that physical 
movement can be understood and experienced in terms of a particular dramatic 
activity, then metrical dramatic verse has the potential to embody dramatic action. 
This is the Motion in Poetry Metaphor. If the rhythms of metrical verse can 
generate experiences of physical movement in a manner that is beyond the 
FDSDFLW\RIµQDWXUDOLVWLFSURVH¶WKHQWKLVDOORZVIRUWKHSRVVLELOLW\RIWKHGUDPDWLF
function of metrical verse being, not only active, but hyperactive. 
 
To approach the task of interpreting dramatic verse for performance using all three 
of these concepts is to play a game of Verse Psychology. To compose dramatic 
verse in accordance with the principles of the Verse Psychology Game is to 
DVVXPHWKHUROHRIµSOD\ZULJKW-as-JDPHZULJKW¶7KURXJKRXWWKLVGLVFXVVLRQ,OLPLW
P\H[DPLQDWLRQRIDQDFWRU¶VDSSURDFKWRGUDPDWLFYHUVHWRZKDW%HOOD0HUOLQFDOOV
³PHQWDOUHFRQQDLVVDQFH´272; that is, to the work of the actor in making preliminary 
performance choices in response to a particular dramatic text. In light of the above 
GLVFXVVLRQ,SUHIHUWKHWHUPµH[SHULHQWLDOUHFRQQDLVVDQFH¶EXWZKLFKHYHUWHUPLV
used, I do not explore later stages of the acting process in which actors, directors 
and other practitioners collaborate to refine, challenge and alter performance 
                                                          
272 Merlin, The Complete Stanislavsky Toolkit, 60. 
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choices in the shared space of the rehearsal room, nor do I discuss the 
interactions of actors and audience members as part of a live performance on 
stage. There are two main reasons for this: the first is the need to place sensible 
limits on the scope of this inquiry. Questions of rehearsal and live performance 
are, no doubt, important and worthy of further investigation, but it would not be 
possible to give them proper consideration as part of this thesis. The second is 
that my primary purpose in discussing the acting process is to explore it as a 
playwright ZKRLVDGRSWLQJDQDFWRU¶VSHUVSHFWLYHLQRUGHUWREHWWHUXQGHUVWDQGWKH
dramatic potential of metrical verse. My assumption is thaWµH[SHULHQWLDO
UHFRQQDLVVDQFH¶LVWKHSRUWLRQRIWKHDFWLQJSURFHVVZLWKZKLFKWKHµSOD\ZULJKW-as-
JDPHZULJKW¶FDQHQJDJHPRVWUHDGLO\ 
 
2.2 Drama Games 
 
Minding the Gap 
 
$ELJDLO5RNLVRQFULWLFLVHVµSUHVFULSWLYH¶DSSURDFKHVWRWKHLQWHUSUHWDWLRQRIGUDPDWLc 
YHUVHZKLFKFODLPRUDWWHPSWWRPDWFKµFRUUHFW¶SHUIRUPDQFHFKRLFHVWRµNQRZDEOH¶
authorial intentions273. I have suggested that such approaches run the risk of 
rendering the connection between verse construction and performance choices 
arbitrary; reducinJWKHUROHRIWKHYHUVHGUDPDWLVWWRRQHRIµHQFRGLQJLQVWUXFWLRQV¶
rather than of creating verse with experiential qualities that lend themselves to a 
particular dramatic purpose. Within twentieth century literary theory, assuming that 
authorial intention should guide the interpretation of texts has been decried as the 
                                                          
273 Rokison, Shakespearean Verse Speaking, 8 W37. 
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³LQWHQWLRQDOIDOODF\´2745RODQG%DUWKHVLQDQQRXQFLQJWKH³'HDWKRIWKH$XWKRU´275, 
DOVRKHUDOGVWKH³ELUWKRIWKHUHDGHU´276DQGWKHUHDGHU¶VUROHLQGHWHUPLQLQJWKH
meaning of a text has gained considerable attention in recent decades. Reader-
response theorists such as David Bleich question the significance, not only of the 
LQWHQWLRQVRIWKHDXWKRUZKRFUHDWHGDWH[WEXWHYHQRIWKHWH[WLWVHOI³7KHREMHFW
of attention is not the item itself EXWLVWKHUHVSRQVHRIWKRVHZKRREVHUYHLW´277 
1RWLRQVVXFKDV8PEHUWR(FR¶V³RSHQZRUN´278-XOLD.ULVWHYD¶V³LQWHUWH[WXDOLW\´279, 
DQG'HUULGD¶V³IUHHSOD\´280 of signifiers, further disrupt the idea of a straightforward 
route from a knowable authorial intentioQWRDµFRUUHFW¶LQWHUSUHWDWLRQ7KHFRQFHUQ
IRUVRPH³WUDGLWLRQDOWH[W-RULHQWHGFULWLFV´281 is that we might end up with a form of 
³DQDUFKLFVXEMHFWLYLVPDOORZLQJUHDGHUVWRLQWHUSUHWDWH[WDQ\ZD\WKH\ZDQW´282 
(FRKLPVHOIKDVZDUQHGRIWKHGDQJHUVRI³RYHULQWHUSUHWDWLRQ´283 in contemporary 
DSSURDFKHVWROLWHUDWXUHZKLFK³OLFHQFHWKHUHDGHUWRSURGXFHDOLPLWOHVV
XQFKHFNDEOHIORZRIµUHDGLQJV¶´284 VRWKDW³WKHJORU\RIWKHUHDGHULVWRGLVFRYHUWKDW
texts can say everything, except what their author wanted WKHPWRPHDQ´285. 
 
                                                          
274 William K. Wimsatt and Monroe  ?ĞĂƌĚƐůĞǇ ? ‘dŚĞ/ŶƚĞŶƚŝŽŶĂů&ĂůůĂĐǇ ? ?The Sewanee Review 54, no. 3 
(1946): 468 W88. 
275 Roland Barthes, Image Music Text, (London: Fontana Press, 1993), 142. 
276 Ibid., 148. 
277 David Bleich, Epistemological Assumption in the Study of Response in Jane P. Tompkins, ed., Reader-
Response Criticism: From Formalism to Post-Structuralism (Baltimore: The Johns Hopkins University Press, 
1980), 135. 
278 Umberto Eco, Opera Aperta (Cambridge, Mass.: Harvard University Press, 1989), 3. 
279 Julia Kristeva, Desire in Language: A Semiotic Approach to Literature and Art (New York: Columbia 
University Press, 1980), 69. 
280 Jacques Derrida, Writing and Difference (University of Chicago Press, 1978), 278. 
281 Ambreen Safder Kharbe, English Language and Literary Criticism (New Delhi: Discovery Publishing, 2009), 
398. 
282 Ibid. 
283 Umberto Eco and Stefan Collini, Interpretation and Overinterpretation (Cambridge University Press, 
1992), 45. 
284 Ibid., 8. 
285 Ibid., 39. 
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The worry ± or the hope ± WKDWUHDGHUVRUDFWRUVFRXOGEHFRPSOHWHO\µIUHH¶LQWKHLU
interpretations of a text, with no constraints placed on them whatsoever, is out of 
step with contemporary theories of embodied cognition. The notion of such 
IUHHZKHHOLQJµVXEMHFWLYLW\¶LVDFFRUGLQJWR/DNRIIDQG-RKQVRQ³D
misunderstanding based on the cultural assumption that the only alternative to 
objectivism is radical subjectivity ± that is either you believe in absolute truth or 
you can make the woUOGLQ\RXURZQLPDJH´286&RJQLWLYHVFLHQFHWHOOVXVWKDW³WKH
PLQGLVLQKHUHQWO\HPERGLHG´287 DQGWKDWDVDUHVXOW³WKHUHLVQRSRVWVWUXFWXUDOLVW
person ± no completely decentred subject for whom all meaning is arbitrary, totally 
relative, and purely histoULFDOO\FRQWLQJHQWXQFRQVWUDLQHGE\ERG\DQGEUDLQ´288 
2XUµVXEMHFWLYH¶UHVSRQVHVDUHGHSHQGHQWXSRQDQGFRQVWUDLQHGE\embodied 
experience and our embodied interactions with the world. When it comes to the 
interpretation of dramatic texts, approaches that look at reader-response within the 
context of embodied experience may, therefore, prove enlightening. Appropriate 
PRGHOVPLJKWEHIRXQGLQWKH³/LWHUDU\'DUZLQLVP´289 RU³HYRFULWLFLVP´290) of critics 
such as Joseph Carroll and Brian Boyd, which insists that ³GHHSKXPDQ
subjectivity depends fundamentally on the physical, biological reality of human life 
± RQSK\VLFDOVHQVDWLRQVWKDWSXWSHRSOHLQWRXFKZLWKDUHDOSK\VLFDOZRUOG´291 and 
seeks to locate the creation of literature and its interpretation within the 
³ELRORJLFDOO\JURXQGHGGLVSRVLWLRQVRIKXPDQQDWXUH´292; or in the cognitive poetics 
of Reuven Tsur, which, in examining the cognitive underpinnings of reader-
                                                          
286 Lakoff and Johnson, Metaphors We Live By, 185. 
287 Lakoff and Johnson, Philosophy in the Flesh, 3. 
288 Ibid., 6. 
289 Joseph Carroll, Reading Human Nature: Literary Darwinism in Theory and Practice (New York: SUNY 
Press, 2011), 1. 
290 Brian Boyd, On the Origin of Stories (Cambridge, Mass.: Harvard University Press, 2010), 386. 
291 Carroll, Reading Human Nature, 93. 
292 Ibid. 
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UHVSRQVHQDYLJDWHV³EHWZHHQWKH6F\OODRI,PSUHVVLRQLVPDQGWKH&KDU\EGLVRI
Reductionism, trying WRHVFDSHWKHSHULOVRIERWK´293.  
 
7VXU¶VWKHRULHVRIFRJQLWLYHSRHWLFVDUHH[SORUHGDWOHQJWKLQWKHQH[WFKDSWHU
However, knowing that all responses to a text are governed by the constraints of 
embodied cognition does not, in itself, help us to make value judgements 
concerning those responses ± to say that one embodied response or interpretation 
LVVRPHKRZµEHWWHU¶µPRUHVXFFHVVIXO¶RUµPRUHDSSURSULDWH¶WKDQDQRWKHU7KLV,
VXJJHVWLVDWKHDWULFDOHTXLYDOHQWWRWKHµLV-RXJKW¶JDSLGHQWLILHGE\'DYLGHume. 
µ+XPH¶V/DZ¶VWDWHVWKDW³QRRXJKW-judgement may be correctly inferred from a 
VHWRISUHPLVHVH[SUHVVHGRQO\LQWHUPVRIµLV¶´294 From the perspective of moral 
philosophy, this means that it is a fallacy to derive moral imperatives from 
naturalistic observations. Transposed to the interpretation of dramatic texts, the 
argument is that no judgement as to how a text ought to be interpreted or 
performed may be correctly inferred from observations about the way in which that 
text is constructed.  
 
The solution I propose involves treating Stanislavskian acting and, by extension, 
an action-based approach to performing dramatic verse, as a game. The idea that 
game-structures might bridge the is-ought gap derives from an argument first put 
forward by the philosopher John Searle295. According to Searle, the process of 
                                                          
293 Tsur, Poetic Rhythm, 429. 
294 Rachel Cohon,  ‘,ƵŵĞ ?ƐDŽƌĂůWŚŝůŽƐŽƉŚǇ ? ? The Stanford Encyclopedia of Philosophy, ed. Edward N. Zalta, 
Fall 2010, 2010, http://plato.stanford.edu/archives/fall2010/entries/hume-moral/. 
295 :ŽŚŶZ ?^ĞĂƌůĞ ? ‘,ŽǁƚŽĞƌŝǀĞ “KƵŐŚƚ ?&ƌŽŵ  “/Ɛ ? ? ?The Philosophical Review 73, no. 1 (1964): 43 W58. 
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PRYLQJIURPDQµLV¶WRDQµRXJKW¶FDQXQGHUFHUWDLQFLUFXPVWDQFHVEHUHODWLYHO\
straightforward. To illustrate, he imagines himself a baseball player: 
 
We are in our half of the seventh inning and I have a big lead off second base. The 
pitcher whirls, fires to the shortstop covering, and I am tagged out a good ten feet 
down the line. The umpire shouts, "Out!" I, however, being a positivist, hold my 
ground. The umpire tells me to return to the dugout. I point out to him that you 
can't derive an "ought" from an "is." No set of descriptive statements describing 
matters of fact, I say, will entail any evaluative statements to the effect that I 
should or ought to leave the field. "You just can't get orders or recommendations 
from facts alone." What is needed is an evaluative major premise. I therefore 
return to and stay on second base (until I am carried off the field). I think everyone 
feels my claims here to be preposterous, and preposterous in the sense of 
logically absurd.296 
 
Baseball is governed by constitutive rules. Such rules create the game of baseball 
and if you take them away then the game ceases to exist. If I am under no 
obligation to follow the rules of baseball then, whatever else I might be doing, I am 
not playing baseball. On this basis, we can move from an is-VWDWHPHQWµ-RKQLV
SOD\LQJEDVHEDOO¶WRDQRXJKW-MXGJHPHQWµ-RKQRXJKWWRIROORZWKHUXOHVRI
EDVHEDOO¶ZLWKRXWDQ\GLIILFXOW\297DQGWRVD\WKDWWKHEDVHEDOOSOD\HULQ6HDUOH¶V
scenDULRLVµRXW¶LVQRWDPDWWHURISHUVRQDORSLQLRQEXWDQµLQVWLWXWLRQDOIDFW¶ 
 
                                                          
296 Ibid., 56. 
297 dŽƐĂǇ ‘:ŽŚŶŝƐƉůĂǇŝŶŐďĂƐĞďĂůůƚŚĞƌĞĨŽƌĞ:ŽŚŶŽƵŐŚƚƚŽƉůĂǇďǇƚŚĞƌƵůĞƐŽĨďĂƐĞďĂůů ?ŝƐŶŽƚŽŶůǇƚƌƵĞďƵƚ
tautological. 
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If a Stanislavskian acting process can be shown to conform to the structure of a 
JDPHWKHQZHFDQJURXQGRXUXQGHUVWDQGLQJRIZKDWZHFDOOµJRRG¶RUµVXFFHVVIXO¶
acting (and, by extension, what we mean when we make statements about what 
DQDFWRUµRXJKW¶WRGRLQDQH[DPLQDWLRQRIWKHFRQVWLWXWLYHUXOHVRIWKDWJDPH:H
will then be in a position to determine if and how those rules might apply to the 
performance of dramatic verse. The idea of interpretation as a game is not without 
precedent. Francois Lyotard, for example, discusses reader response and 
LQWHUSUHWDWLRQLQWHUPVRI:LWWJHQVWHLQLDQµODQJXDJHJDPHV¶298. However, the 
understanding of game-play that I wish to employ here stems not from 
Wittgenstein but from another philosopher, Bernard Suits:  
 
To play a game is to attempt to achieve a specific state of affairs [prelusory goal], 
using only means permitted by the rules [lusory means], where the rules prohibit 
use of more efficient in favour of less efficient means [constitutive rules], and 
where the rules are accepted just because they make possible such activity [lusory 
attitude]. I also offer the following simpler and, so to speak, more portable version 
of the above: playing a game is the voluntary attempt to overcome unnecessary 
obstacles.299 
 
One of the games that Suits examines in order to arrive at this definition is golf. 
The prelusory goal of golf is to get a ball into a hole in the ground. In setting out to 
achieve this goal, golfers accept that they must limit themselves to the lusory 
means of the game: they must get the ball into the hole by hitting it around the 
                                                          
298 Jean François Lyotard and Jean-Loup Thébaud, Just Gaming, trans. Wlad Godzich (Manchester University 
Press, 1985), 59. 
299 The Grasshopper: Games, Life and Utopia (London: Broadview Press, 2014), 43. 
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course with a golf club. The lusory means are created and restricted by 
constitutive rules: The game can only be played using the permitted clubs (which 
ZHPLJKWFDOOWKHµOXVRU\WRROV¶WKHEDOOPXVWEHWUDQVSRUWHGWRWKHKROHXVLQJWKH
SHUPLWWHGDFWLRQRUµOXVRU\SURFHGXUH¶RIKLWWLQJWKHEDOODVRSSRVHGWRVD\WDSLQJ
the ball to the club and carrying it to the hole), golfers must carry out the lusory 
procedure for themselves (no asking someone else to take the shot or using some 
sort of golf-swinging machine) and are therefore restricted by what we might call 
WKHLQGLYLGXDOSOD\HU¶VµOXVRU\FDSDFLW\¶DQGµOXVRU\FRPSHWHQFH¶WKHILUVWVKRWPXVW
be taken from a specified point and every shot must fall within the boundaries of 
WKHVSHFLILHGFRXUVHWKHµOXVRU\DUHQD¶DQGVRRQ,QUHODWLRQWRWKHSUHOXVRU\
goal, the constitutive rules prohibit use of more efficient in favour of less efficient 
means. If golfers wished to achieve the prelusory goal for its own sake then they 
could do so quite efficiently by picking up a ball and placing it into a hole. In so 
doing they would not, however, have played or won a game of golf. In order to play 
golf they need to adopt a lusory attitude, that is, they must choose to accept the 
rules that constitute the game300. If Stanislavskian acting is a game, then it too 
must be governed by constitutive rules. Actors abide by those rules in order to play 
the game. 
 
&RQVWLWXWLYHUXOHVFDQEHGLVWLQJXLVKHGIURP³UXOHVRIVNLOO´301. In golf, rules of skill 
LQFOXGHµNHHS\RXUH\HRQWKHEDOO¶DQGµXVHDVDQGZHGJHWRJHW\RXUVHOIRXWRID
EXQNHU¶7KHVHDUHQRWUHDOO\UXOHVDWDOOWKHy are useful hints and tips. Rules of 
                                                          
300 Whilst the lusory means of golf are inefficient in relation to the prelusory goal, they are nonetheless very 
effective within the context of the game. The same can be said of kicking the ball in football and of the 
permitted moves in a game of chess. Inefficient but effective means might therefore be taken as a sign of a 
 ‘ǁĞůů-ŵĂĚĞŐĂŵĞ ? ?ŐĂŵĞǁŝƚŚŝŶĞĨĨŝĐŝĞŶƚĂŶĚŝŶĞĨĨĞĐƚŝǀĞŵĞĂŶƐ W a version of golf, for instance, in which 
players were restricted to hitting the ball with a feather  W would, I suggest, be unlikely to catch on.  
301 The Grasshopper, 39. 
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VNLOOGRQRWFUHDWHWKHJDPHIROORZLQJRULJQRULQJDUXOHRIVNLOOVXFKDVµNHHS\RXU
H\HRQWKHEDOO¶GRHVQRWGHWHUPLQHZKHWKHURUQRW\RXDUHSOD\LQJJROI,I\RX
happen to beat your opponents by hitting a hole-in-one with your eyes closed, you 
KDYHVWLOOZRQIDLUDQGVTXDUH,QDFWLQJWHUPVµUXOHVRIVNLOO¶ILQGWKHLUHTXLYDOHQWLQ
the techniques and recommendations of practitioners. Such techniques might aid 
WKHSXUVXLWRIµJRRG¶DFWLQJ+RZHYHUµJRRG¶DFWLQJPLght be achieved without the 
DFWRUPDNLQJFRQVFLRXVXVHRIDQ\µV\VWHP¶ZKDWVRHYHU 
 
The Purposes of Playing 
 
,QDSSO\LQJ6XLWV¶QRWLRQRIJDPH-playing to acting we face a difficulty: Suits 
himself states that acting from a script is not, in fact, a game. He is discussing 
scripted performance within the context of make-EHOLHYHJDPHVVXFKDVµFRSVDQG
UREEHUV¶7KHSRLQWRIWKHVHJDPHVLVWKDWWKHSOD\HUVDUHZLWKLQFHUWDLQ
OLPLWDWLRQVµPDNLQJLWXSDVWKH\JRDORQJ¶7RVFULSWVXFKDQDFWLYLW\NLOOVWKH
gDPHLWLV³OLNHSOD\LQJDJDPHRIVROLWDLUHZLWKDVWDFNHGGHFN´302. However, to 
assume that what stage actors are doing is equivalent to playing a scripted game 
RIµFRSVDQGUREEHUV¶PD\EHPLVJXLGHG:KHQ6XLWVVD\VWKDW³DFWLQJRXWDSDUW
in a play is simply being enslaved to some script writer. It is like miming the moves 
LQDJDPHZKLFKKDVDOUHDG\EHHQSOD\HGE\VRPHRQHHOVH´303 he assumes that 
making up the script is equivalent to hitting the ball around a golf course. But 
making up the script is not the activity in which such actors are engaged. The 
DFWRU¶VUROHLVQRWWRGHWHUPLQHwhich words are to be performed but, rather, how 
                                                          
302 Ibid., 148. 
303 Ibid., 119. 
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those words are to be performed. The words provided by the playwright are less 
like the shots played by a golfer and more like the golf clubs with which those 
shots are played. The shot, then, is the utterance of the words. If the way in which 
the words are to be performed is prescribed to the actor (via the commandments 
of an all-powerful author, director or acting teacher) tKHQ6XLWV¶SRLQWVWDQGV,IRQ
the other hand, actors ± like golfers choosing which shots to play ± are presented 
with a wide range of options constrained by constitutive rules, then acting can be 
described as a game. 
 
I am focusing on what might be descrLEHGDVWKHµVLQJOH-SOD\HUSKDVH¶RIWKH
Stanislavskian acting game: the process by which an individual actor prepares and 
PDNHVSHUIRUPDQFHFKRLFHVIRUDSDUWLFXODUVFULSW/DWHUµPXOWLSOD\HUSKDVHV¶
occur in the rehearsal room and on stage. In its simplest form, the prelusory goal 
of a single-SOD\HUDFWLQJJDPHPLJKWEHµWRVD\ZRUGVRXWORXG¶7KHILUVW
constitutive rule is that the words in question must be the exact words of a 
specified role within a specified text. The actor is not allowed to make the text 
up3043DUDSKUDVHVDQGDGOLEVDUHFRQVLGHUHGµIRXOV¶,IZHDGGWKHUXOHWKDWWKHVH
exact words must be spoken from memory then we have the basis for a 
µ&RZDUGLDQDFWLQJJDPH¶LQZKLFKWKHPDLQLQMXQFWLRQLV³NQRZ\RXUOLQHVDQGGRQ¶W
bump into the fuUQLWXUH´305 (not bumping into the furniture being a matter for a later 
phase in the game).  
 
                                                          
304 This does not discount the possibility of improvisation being used as paƌƚŽĨƚŚĞĂĐƚŽƌ ?ƐƉƌŽĐĞƐƐĨŽƌ
reaching a decision as to how to perform the text. It merely states that an improvised approximation of the 
text or of imagined scenes surrounding the text can never qualify as the successful completion of the game. 
305 Noel Coward, cited in Jonathan Law, The Methuen Drama Dictionary of the Theatre (London: Methuen 
Drama, 2013), 8. 
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A Stanislavskian version of the game adds further constitutive rules. These I call 
the rule of plausibility and the rule of playability. The rule of plausibility means that 
every line of text must be performed in a way that conforms to the Stanislavskian 
SULQFLSOHVRIGUDPDWLFWUXWKLWPXVWEHµORJLFDODQGFRKHUHQW¶IRUWKHGUDPDWLF
character in question to say those words in that way within the dramatic context. 
The rule of playability means that every utterance must be interpreted and 
performed as a specific dramatic activity carried out as part of a larger dramatic 
action. For any given line of a given text there may be numerous performance 
choices that adhere to the rules of plausibility and playability. The game does not 
SUHVFULEHDVLQJOHµFRUUHFW¶FKRLFHIRUDQ\JLYHQOLQH+RZHYHUE\DGRSWLQJD
lusory attitude ± by accepting these constitutive rules in order to play the game ± 
the actor gains a framework within which to make informed decisions about their 
performance choices. As part of this single-player game, the actor must be his or 
KHURZQµXPSLUH¶H[HUFLVLQJKLVRUKHURZQMXGJHPHQWDVWRZKHWKHUDSDUWLFXODU
FKRLFHFDQEHFRQVLGHUHGµVXFFHVVIXO¶RUµDSSURSULDWH¶ZLWKLQWKHFRQWH[WRIWKH
game. 
 
In order to make performance choices and to assess the merits of those choices, 
WKHDFWRUPLJKWDGRSWµUXOHVRIVNLOO¶LQWKHIRUPRI6WDQLVODYVNLDQWHFKQLTXHVIRU
interpreting a dramatic text. When it comes to the rule of plausibility, choices might 
EHPDGHDQGDVVHVVHGXVLQJDSURFHVVRIµTXHVWLRQDQGDQVZHU¶$FWRUVOHDUQWR
DVNDQGDQVZHU³IXQGDPHQWDOTXHVWLRQV´306 DERXWDVFHQHVXFKDVµ:KRDP,"¶
µ:KHUHDP,"¶DQGµ:KDWGR,ZDQW"¶7KHVHTXHVWLRQVFDQEHDQVZered with 
reference to supporting evidence gleaned from the script. A performance choice 
                                                          
306 Merlin, The Complete Stanislavsky Toolkit, 101. 
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might be considered plausible if it accords with the answers to such questions. 
When it comes to the rule of playability, an actor might employ the technique of 
µDFWLRQLQJ¶WKHVFULSW307, assigning a specific activity to every utterance in the form 
of a transitive verb. If a performance choice takes the form of a specific dramatic 
DFWLYLW\DQGLISOD\LQJWKDWDFWLYLW\FDQEHMXVWLILHGDVµORJLFDODQGFRKHUHQW¶
behaviour for the character within the dramatic context, then the choice can be 
considered plausible and playable. As with any game, adhering to rules of skill is 
optional: an actor who makes plausible, playable choices intuitively is just as 
successful at playing the game as an actor who makes such choices on the basis 
of in-depth textual analysis.    
 
If Stanislavskian actors are playing a game when they interpret a script for 
performance, then this casts the playwright in the role of gamewright. 7KLVGRHVQ¶W
mean that with every new script a dramatist must invent the acting game from 
scratch. The institution of Stanislavskian acting does not depend on the existence 
of a particular dramatic text any more than the institution of golf depends on the 
existence of St. AnGUHZ¶VRU7KH%HOIU\7KHJDPHRIJROIKRZHYHUGRHVUHTXLUH
courses and somebody needs to design and construct them. This is the job of the 
gamewright. In order to do a good job, the designer of a golf course must serve 
the needs of the golfer.   
  
The golf course ± the lusory arena ± defines the journey on which players go in 
order to complete the game and presents a range of features that affect the types 
of shot a player might attempt. It provides a context without which the game would 
                                                          
307 See, for example, Nick Moseley, Actioning - and How to Do It (London: Nick Hern Books, 2016). 
103 
 
be unplayable and the notion of a good or bad shot would be meaningless. For the 
playwright-as-gamewright, the equivalent to designing the golf course is 
constructing the Industrial Action of the play: a particular sequence of events, 
involving particular characters within a particular world and a particular set of given 
circumstances. The Industrial Action contextualises the actions and activities 
chosen and played by the actor just as the golf course contextualises the shots 
chosen and played by the golfer. It is only within the context of the Industrial Action 
that a particular performance choice can be considered plausible. Unlike golfers, 
actors do not bring the equivalent of their own set of clubs to the course nor do 
they get to choose which club to use for any given µVKRW¶,KDYHVXJJHVWHGWKDWWKH
lusory tools of the acting game are the lines of dialogue given in the script. A 
single club might be used to play a variety of shots, and yet that club will be more 
suited to certain kinds of shots than others. The same goes for a line of dialogue. 
$QDFWRU¶VSHUIRUPDQFHFKRLFHPXVWQRWRQO\EHSOD\DEOHLQSULQFLSOHEXWSOD\DEOH
using the specific line or lines of dialogue given in the text. The responsibility of the 
playwright-as-gamewright is to ensure that the lusory tools and the lusory arena 
are well-matched: that the Industrial Action can be enacted plausibly through a 
series of activities that are playable using the dialogue provided.  
 
In opting to write a line of dialogue in metrical verse, the playwright is handing the 
actor a particular kind of lusory tool. To understand the function of such tools and 
justify their inclusion in the game, we need to find answers to three interrelated 
questions: What kinds of shots are such tools useful for? What are the features of 
these tools that enable such shots to be played? What are the features of the 
course that require such shots to be played? 
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 2.3 Hyperactivity 
 
Blaming the Tools 
 
The idea that dramatic verse is a tool with which dramatic actions and activities 
might be pOD\HGVXSSRUWV(OLRW¶VLQMXQFWLRQWKDWVXFKYHUVHVKRXOGEHWUHDWHGDVD
means to an end308. However, the game-playing paradigm highlights a 
FRQWUDGLFWLRQLQ(OLRW¶VDUJXPHQW(OLRWXUJHVYHUVHGUDPDWLVWVWR³HQWHULQWRRYHUW
FRPSHWLWLRQZLWKSURVHGUDPD´309. +HDOVRLQVLVWVWKDW³QRSOD\VKRXOGEHZULWWHQLQ
verse for which prose is dramatically DGHTXDWH´310 (original emphasis). By 
advocating overt competition with prose drama, Eliot seems to recommend playing 
prose drama at its own game. But the texts that Eliot wants to compete with seem 
perfectly playable without the need for verse. Unless one argues that every prose 
play of the twentieth century would be improved by rewriting it in verse, then to 
write a verse play that resembles naturalistic prose drama in every respect apart 
IURPEHLQJZULWWHQLQYHUVHPXVWFRQWUDGLFW(OLRW¶VLQVWUXFWLRQWRXVHYHUVHRQO\
when prose is dramatically inadequate. 
 
If dramatic dialogue is a lusory toolWKHQLWVGUDPDWLFµDGHTXDF\¶PXVWEHMXGJHG
on the basis of how effectively it can be used to perform a particular dramatic 
function. If metrical dramatic verse is a specialist lusory tool then it will be used to 
perform a specialist dramatic function. This assumes, not that verse is inherently 
                                                          
308 Eliot, Selected Prose, 68. 
309 Ibid., 79. 
310 Ibid., 68. 
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µEHWWHU¶WKDQSURVH± or vice versa ± EXWWKDWLWPLJKWEHµEHWWHUVXLWHG¶WRD
particular kind of task. Eliot suggests that dramatic verse is at its most effective, 
³ZKHQWKHGUDPDWLFVLWXDWLRQKDVUHDFKHGVXFKDSRLQWRILQWHQVLW\WKDWSRHWU\
becomes the natural utterance because it is the only language in which the 
HPRWLRQVFDQEHH[SUHVVHGDWDOO´311. The notion of a heightened dramatic 
VLWXDWLRQLQZKLFKYHUVHµFRPHVLQWRLWVRZQ¶LVLQDFFRUGDQFHZLWKWKHDUJXPHQW
that dramatic verse is a specialist lusory tool: the nature of the lusory arena 
FUHDWHVWKHQHHGIRUDVSHFLDONLQGRIµVKRW¶WKDWFDQQRWEHFRPSOHWHGDVHIIHFWLYHO\
with the standard tools. If the Industrial Action of a play presents enough of these 
specialist circumstances, then the use of verse can be justified from a game-
plD\LQJSHUVSHFWLYHHYHQLIWKHYHUVHLVQ¶WEHLQJXVHGWRLWVIXOOFDSDFLW\DWHYHU\
moment in the drama.  
 
7KHUHLVKRZHYHUDPDMRUGLIILFXOW\ZLWKDGRSWLQJ(OLRW¶VDUJXPHQWWRMXVWLI\WKH
use of verse within our Stanislavskian acting game. Even if the dramatic situation 
is intensified to the extent that heightened expressions of emotion become 
plausible, expressing emotion is not, in itself, a playable performance choice. 
(OLRW¶VFRQFOXVLRQWKDWWKHGUDPDWLFPRPHQWVIRUZKLFKSURVHLVLQDGHTXDWHLQYROYH
D³WHPSRUDU\GHWDFKPHQWIURPDFWLRQ´312 adds to the difficulty: If action is 
suspended then the specialist circumstances in which verse is most effective are 
moments at which playable choices cannot be made in principle. To use the verse 
effectively one has to suspend the game of action-SOD\LQJ)URPDSOD\HU¶V
                                                          
311 Ibid., 70. 
312 Ibid., 85. 
106 
 
perspective, this renders every performance choice that uses the verse to its full 
SRWHQWLDODµIRXO¶E\GHILQLWLRQ 
 
:KDWLIWKHVSHFLDOLVWIXQFWLRQRIGUDPDWLFYHUVHLVQRWDERXWµHPRWLRQDOH[SUHVVLRQ¶
and does not require the suspension of action? What if, rather than being less 
active than naturalistic prose, metrical verse has the potential to be more active? 
What if metrical dramatic verse can be hyperactive?  
 
Unitary Objectives 
 
In Games People Play313, Eric Berne offers an analysis of a typical greeting ritual; 
DQLQIRUPDOH[FKDQJHRIµKHOORV¶EHWZHHQ0U$DQG0U%314 To each 
conversational turn Berne assigns a certain unitary value based on the level of 
interest or intensity that the contributioQGLVSOD\V$VLPSOHµKL¶LVZRUWKRQHXQLW
ZKHUHDVµKDYHQ¶WVHHQ\RXDURXQGODWHO\¶LVFUHGLWHGZLWKWZR7KHXQLWDU\YDOXHV
are assigned to each turn intuitively by participants, who have an implicit 
understanding of roughly how many units are required to complete the ritual. This 
is dependent on a number of factors: the immediate circumstances, the history 
and nature of the relationship between Mr. A and Mr. B, how long it has been 
VLQFHWKH\ODVWVDZRQHDQRWKHUHWF,Q%HUQH¶VH[DPSOHWKHWZRPHQSDss each 
other on a daily basis and their greeting ritual tends to involve an eight-unit 
H[FKDQJH7KLVDPRXQWVWRRQDYHUDJHDTXLFNKHOORDFRXSOHRIµKRZDUH\RX"¶
TXHVWLRQVZKLFKDUHQ¶WH[SHFWHGWREHDQVZHUHGLQDQ\JUHDWGHWDLODQGWKHQ
                                                          
313 Eric Berne, Games People Play: The Psychology of Human Relationships (London: Penguin, 2010). 
314 Ibid., 34 W37. 
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µJRRGE\H¶µVHH\RXODWHU¶,IWKHHLJKW-unit ritual is not performed then at least one 
RIWKHSDUWLFLSDQWVZLOOIHHOVQXEEHG,Q%HUQH¶VSKUDVH³KLVVSLQDOFRUGZLOOVKULYHO
VOLJKWO\´315,IRQWKHRWKHUKDQG0U%¶VUHVSRQVHWRWKHXVXDOµKRZDUH\RX"¶LVWR
answer the question in depth, embarking on a long and lurid account of an 
RQJRLQJORYHDIIDLUDQGVXEVHTXHQWO\VHHNLQJWKHJRU\GHWDLOVRI0U$¶VSHUVRQDO
life, then Mr. A will wonder what on earth is going on: Mr. B is serving up more 
units than are understood to be appropriate. The thing to consider is what happens 
LQDQH[FKDQJHUHTXLULQJDODUJHQXPEHURIXQLWVEXWLQZKLFKWKHSDUWLFLSDQWVGRQ¶W
KDYHWLPHWRH[FKDQJHRQHXQLWDWDWLPH%HUQHWHOOVXVWKDW³WKHVHFDQEH
compressed into a few transactionVLIWKRVHWUDQVDFWLRQVDUHHPSKDWLFHQRXJK´316 
,QRWKHUZRUGVWKHSDUWLFLSDQWVFDQHQGHDYRXUWRSDFNPRUHXQLWVRIµLQWHQVLW\¶LQWR
each conversational turn317. Transposed to the discussion of Interpersonal Action 
LQGUDPDµLQWHQVLILHG¶DFWLYLWLHV± comprHVVLQJPXOWLSOHµXQLWV¶RIDFWLRQLQWRHDFK
utterance ± is precisely what I mean by the term hyperactivity.  
 
A relatively easy and straightforward dramatic action might only require a very 
VPDOOQXPEHURIXQLWV,I&KDUDFWHU$¶VDFWLRQLVWRJHW&KDUDFWHU B to make her a 
cup of tea and if Character B is in a good mood, on the way to the kitchen and 
HDJHUWRVWD\LQ&KDUDFWHU$¶VJRRGERRNVWKHQ&KDUDFWHU$PLJKWQRWQHHGWR
ZRUNYHU\KDUG2QHRUWZRXQLWVRIµWRFKDUP¶PLJKWGRWKHWULFN,I&KDUDFWHU%
has only just sat down after a hard day and is very aware of the fact that Character 
$KDVQ¶WPDGHKLPDFXSRIWHDWKLVVLGHRIWKHODVW*HQHUDO(OHFWLRQWKHQDIHZ
                                                          
315 Ibid., 35. 
316 Ibid. 
317 ĞƌŶĞ ?ƐŝŶƚĞƌĞƐƚŝŶƚŚĞŝŶƚĞƌƉůĂǇŽĨĐŽŶǀĞƌƐĂƚŝŽŶĂůƚƵƌŶƐĨŝŶĚƉĂƌĂůůĞůƐŝŶƐƚƵĚŝĞƐŽĨŽŶǀĞƌƐĂƚŝŽŶĂů
Analysis and Pragmatics. e.g. ,ĂƌǀĞǇ^ĂĐŬƐ ?ŵĂŶƵĞů ?^ĐŚĞŐůŽĨĨ ?ĂŶĚ'Ăŝů:ĞĨĨĞƌƐŽŶ ? ‘^ŝŵƉůĞƐƚ
Systematics for the Organization of Turn-dĂŬŝŶŐĨŽƌŽŶǀĞƌƐĂƚŝŽŶ ? ?Language 50, no. 4 (1974): 696 W735; 
Stephen C. Levinson, Pragmatics (Cambridge University Press, 1983), 296 W303. 
108 
 
more units may be required. The higher the stakes, the bigger the action and the 
more difficult that action is to achieve, the greater the number of units it will require 
LQRUGHUIRUWKHDFWLRQWREHFRPSOHWHGLQDZD\WKDWLVµORJLFDODQGFRKHUHQW¶ 
 
If the appropriate number of units cannot be delivered then the action will fail. This 
hapSHQVLQOLIHDQGLWKDSSHQVLQGUDPDZHGRQ¶WDOZD\VJHWZKDWZHZDQW,I
however, at the end of a scene an action is completed successfully then an 
appropriate number of units ought to have been delivered. The actor and the 
playwright share responsibility for this. The actor must ensure that the activities of 
WKHVFHQHDUHSOD\HGZLWKDQDSSURSULDWHGHJUHHRIµLQWHQVLW\¶WRPDNHWKHHQG
result logical and coherent. The playwright must ensure that the actor has been 
given lusory tools that enable those activities to be played in an appropriate way. If 
the number of units delivered and the outcome of the scene do not match up then 
either the action-playing or the response (or possibly both together) will fail to 
GLVSOD\µGUDPDWLFWUXWK¶ 
 
Imagine that I am playing a scene with a fairly straightforward action for my 
character. My action is to make Bob give me a hundred pounds. At the end of the 
scene Bob gives me the money. Given the relationship that my character has with 
Bob and the circumstances of the scene ± %REGRHVQ¶WOLNHP\FKDUDFWHUYHU\
much and has earmarked the money for a night on the town ± the completion of 
WKHDFWLRQUHTXLUHVDIDLUO\ODUJHQXPEHURIXQLWV/HW¶VFDOOLWWZRKXQGUHG units. If, 
when Bob hands over the cash, my character has only delivered fifty units of 
action-playing, it is not plausible for him to agree to give me the money. In life, we 
imagine, Bob would refuse but, because the script demands it, he gives in. The 
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GUDPDKDVEHFRPHµXQWUXWKIXO¶1RZOHW¶VLPDJLQHWKHRSSRVLWHproblem: I am 
playing a very low-stakes scene in which my action is to make Jessica agree to 
FKDQJHWKHWHOHYLVLRQFKDQQHO-HVVLFDRIIHUVPLQLPDOUHVLVWDQFHVKHLVQ¶WWHUULEO\
bothered about the programme that VKH¶VZDWFKLQJDQGVKHLVQ¶WDverse to the 
idea of watching University Challenge instead. Completing the action might require 
the expenditure of ten units. If by the time the channel changes I have served up 
several hundred units then the drama will seem absurd. My action-playing is far 
too intense for the situation and so my behaviour seems illogical and incoherent. 
-HVVLFD¶VEHKDYLRXUVHHPVEL]DUUHDVZHOO$PRUHORJLFDODQGFRKHUHQWUHVSRQVH
to my action-playing might be to burst out laughing, send for a doctor or run out of 
the room screaming. OQFHDJDLQWKHGUDPDKDVEHFRPHµXQWUXWKIXO¶ 
 
$SODXVLEOHµWUXWKIXO¶SHUIRUPDQFHFKRLFHZLOOGHOLYHUDOHYHORIµLQWHQVLW\¶WKDWLV
appropriate to the dramatic situation and give logic and coherence to the 
sequence of action of which it is a part.  
 
The ILUVWLQVWDQFHRIGUDPDWLFµIDLOXUH¶GHVFULEHGDERYHPLJKWEHWDNHQDVDQ
H[DPSOHRIµXQGHUDFWLYLW\¶WKHVHFRQGDVDQH[DPSOHRIµRYHU-DFWLYLW\¶:KDWWKHQ
of hyperactivity? Some plays require large-scale, difficult, high-stakes actions to be 
performed in a relatively short space of time. Imagine that I am playing a scene in 
which my action is to seduce a proud, intelligent young woman. The problem is 
WKDWWKH\RXQJZRPDQLQTXHVWLRQKDWHVPH,¶YHUHFHQWO\NLOOHGKHUKXVEDQGDQG
at the moment I have chosen for the seduction, she is mourning over the corpse of 
her father-in-law. I happened to kill him too. To woo such a woman in such a 
humour ± DQGPRUHWKDQWKDWWRµZLQ¶KHU± will require a hefty exchange of units. 
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One might dedicate a whole play to VXFKDQDFWLRQDQGVWLOOVWUXJJOHWRILQGµWUXWK¶
in its successful completion. As it is, in the space of a few short pages of dialogue 
the lady will accept a love token from me, paving the way for our marriage. If the 
scene is played at a naturalistic tempo then, however close its resemblance to the 
energies of real-OLIHFRQYHUVDWLRQWKHVFHQHZLOOQRWDFKLHYHµWUXWK¶DVZHKDYH
come to understand it. In order to give logic and coherence to the scene, I will 
need to pack a large number of units into each and every line. The behaviour that 
enables such high-intensity action-playing might seem extraordinary, and yet, 
ZLWKLQWKHLPDJLQHGZRUOGRIWKHSOD\LWLVSUHFLVHO\WKLVNLQGRIµXQQDWXUDO¶
EHKDYLRXUWKDWZLOOPDNHWKHSHUIRUPDQFHµWUXWKIXO¶$QDFWLQJstyle that can deliver 
such intensity and a writing style that can facilitate it are the building blocks of 
dramatic hyperactivity. 
 
If metrical dramatic verse has hyperactive potential and if enabling hyperactive 
performance can be viewed as the primary dramatic function of such verse then 
ZHPLJKWUHIRUPXODWH(OLRW¶VDVVHUWLRQWKDW³QRSOD\VKRXOGEHZULWWHQLQYHUVHIRU
which prose is dramatically DGHTXDWH´318 DV³QRSOD\VKRXOGEHZULWWHQLQYHUVH
XQOHVVWKHµWUXWKIXO¶UHDOLVDWLRQRIWKHDFWLRQUHTXLUHVK\SHUDFWLYLW\´:KHQLWFRPHV
to providing dramatic and lusory justification for the use of metrical verse then, 
according to this conception, the profundity of the ideas explored and discussed in 
the play is irrelevant, the spiritual and philosophical import of the drama is 
LUUHOHYDQWWKHµPHDQLQJ¶RIWKHSLHFHLVLUUHOHYDQWWKHGHSWKRIIHHOLQJH[SHULHQFHG
and expressed by the characters is irrelevant, the nature of what I have called the 
Ideological Action of the play is, to all intents and purposes, irrelevant. What 
                                                          
318 Eliot, Selected Prose, 68. 
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PDWWHUVLVZKDWZHPLJKWFDOOWKHµPDJQLWXGH¶RIWKH,QWHUSHUVRQDO$FWLRQ7KH
justification for the use of metrical verse in drama is essentially pragmatic: a play 
WHOOLQJDQµDFWLRQ-SDFNHG¶WKRXJKXOWLPDWHO\YDFXRXVDGYHQWXUHVWRU\PLJKt justify 
WKHXVHRIYHUVHPRUHUHDGLO\WKDQDµGHHSDQGPHDQLQJIXO¶ZRUNXQIROGLQJDWD
naturalistic tempo. This is not to say that a play written in metrical verse could or 
should not explore weighty themes and complex emotions; it is merely to argue 
that such themes and such emotions do not, in and of themselves, provide 
dramatic justification for the use of metrical verse319. 
 
The idea that the use of verse is justified by the magnitude of the action echoes a 
FRPPHQWPDGHE\*LOHV%ORFN³5DWKHUWKDQFDOOLQJYHUVHµDKHLJKWHQHG
ODQJXDJH¶,SUHIHUWRVD\WKDWLWLVµDODQJXDJHDSSURSULDWHIRUDKHLJKWHQHG
VLWXDWLRQ¶´320. The language (or at least the form in which the language is written) is 
heightened, but only to the degree demanded by the scene. This also gives a 
different perspective on the use of myth and other forms of heightened storytelling. 
Eliot suggests that verse dramatists are attracted to history and mythology 
EHFDXVHVXFKVHWWLQJVDUH³IDUHQRXJKDZD\IURPWKHSUHVHQWIRUWKHFKDUDFWHUV
not to need to be recognizable as human beings, and therefore for them to be 
OLFHQVHGWRWDONLQYHUVH´321. I have maintained that, on the contrary, Stanislavskian 
principles of dramatic truth are just as applicable to plays about mythical kings and 
queens as they DUHWRµUHDOLVWLF¶SOD\VDERXWDUPVPDQXIDFWXUHUVHSLFWDOHVRI
talking rabbits or sci-ILDGYHQWXUHVVHWRQ0DUV³LWGRHVQ¶WPDWWHUZKDWJHQUH
                                                          
319 One might argue that such themes justify the use of verse indirectly: the depth and complexity of the 
Ideological Action justifies the use of a large scale Industrial Action, which in turn requires the Interpersonal 
Action to be played hyperactively, which in turn justifies the use of metrical dramatic verse.  
320 Block, Speaking The Speech, 13. 
321 Eliot, Selected Prose, 76. 
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PHGLXPRUFKDUDFWHUW\SH\RX¶UHH[SORULQJRUKRZIDU-fetched the realms of the 
VFULSW¶VµUHDOLW\¶PLJKWEH\Rur choices as an actor can have the same degree of 
VSHFLILFLW\WKDW\RX¶GDSSO\WRSV\FKRORJLFDOUHDOLVPLI\RXVLPSO\HQJDJH\RXU
FUHDWLYHLPDJLQDWLRQ´322.  
 
If we expect actors to play such characters and situations truthfully then there is 
every reason to expect dramatists to write them truthfully as well. According to the 
SULQFLSOHRIK\SHUDFWLYLW\EHLQJDOHJHQGDU\KHURGRHVQRWµOLFHQFH¶DFKDUDFWHUWR
speak in verse. I could write a play in which every character was drawn from the 
pantheon of Greek gods but, unless the characters engaged in actions that 
required hyperactivity, the use of metrical verse would remain both unjustified and 
unhelpful to the player of the game. However, the large-scale Industrial Actions in 
which mythical characters are involved ± especially when condensed into a single 
HYHQLQJ¶VHQWHUWDLQPHQW± are likely to require dramatic hyperactivity. Viewed in 
this light, a mythical narrative might be understood, not as a licence to use 
GUDPDWLFYHUVHµXQWUXWKIXOO\¶EXWDVDlusory arena which demands the kind of 
µWUXWK¶WKDWGUDPDWLFYHUVHFDQRIIHU 
 
2.4 The Motion in Poetry Metaphor 
 
If the specialist function of metrical dramatic verse is to enable or facilitate 
hyperactive performance choices, then there must be specific features or qualities 
± peculiar to metrical verse ± that distinguish its hyperactive potential from that of 
dramatic prose. The distinguishing feature of metrical verse is metre. If such verse 
                                                          
322 Merlin, The Complete Stanislavsky Toolkit, 116. 
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is capable of something ± anything ± that is beyond the scope of prose, then that 
capability must stem from the nature of metre itself. Whether a sentence is written 
in verse or prose does not, in itself, change the meaning of that sentence. The 
effect of metre is rhythmic and the nature of that effect is often understood as an 
³H[SHULHQFHRIPRYHPHQW´323,IZHRSHQXS%HXPDQG6KDSLUR¶VProsody 
Handbook, for example, WKHILUVWWKLQJZHDUHWROGLVWKDWSRHWU\LVDQDUWRI³VRXQGV
moving LQWLPH´324 (my italics). James McAuley describes metrical verse as a 
³GDQFHRIODQJXDJH´325. 3HWHU*URYHVWDONVRIYHUVHDVµPRYLQJ¶LQ³MROWV´326 and 
³GUDJV´327&LFHO\%HUU\GLVFXVVHVWKH³KXJHYDULHW\RIPRYHPHQW´328 in 
6KDNHVSHDUH¶VYHUVH*HRUJe T. Wright frequently explains the effects metre in 
WHUPVRIµPRYHPHQW¶3296RXELTXLWRXVVR³FRQYHQWLRQDO´330 is the habit of 
discussing verse in terms of movement that the potential significance of the 
relationship between the two might easily go unnoticed. However, I suggest that it 
is precisely this heightened capacity for movement that distinguishes our 
experiences of metrical verse from those relating to naturalistic prose. 
 
When we say that verse moves we are not speaking literally. Reading, performing 
and listening to metrical verse does involve movement: my eyes move as I read 
the words on the page, my lips move as I say the words out loud, the air moves 
EHWZHHQP\PRXWKDQGWKHOLVWHQHU¶VHDUEXWWKLVGRHVQRWVHHPWRFDSWXUHZKDW
we mean or what we experience when we talk of prosodic movement, nor do 
                                                          
323 Derek Attridge, Moving Words: Forms of English Poetry, (Oxford University Press, 2013), 31. 
324 Beum and Shapiro, The Prosody Handbook, 1. 
325 James J. McAuley, Versification (East Lansing: Michigan State University Press, 1966), 33. 
326 Peter Groves, Rhythm and Meaning in Shakespeare: A Guide for Readers and Actors (Clayton, Australia: 
Monash University Publishing, 2013), 84. 
327 Ibid., 99. 
328 Berry, The Actor And The Text, 80. 
329 e.g. Wright, ShakesƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 56. 
330 Lakoff and Johnson, Metaphors We Live By, 170. 
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these observations do anything to distinguish the movements of verse from the 
PRYHPHQWVRISURVH:KHQ,GHVFULEHDOLQHRIYHUVHDVµVNLSSLQJDORQJ¶QHLWKHU,
nor the words are actually skipping, DQG\HWWKHGHVFULSWLRQµIHHOV¶ERWKWUXWKIXODQG
accurate. To understand and experience verse rhythm as physical movement is 
³WKHVHQVRULPRWRUVWUXFWXULQJRIVXEMHFWLYHH[SHULHQFH´331; an example of what 
Lakoff and Johnson call Conceptual Metaphor. Such metaphors are not merely 
OLQJXLVWLFRUSRHWLF³7KHHVVHQFHRIPHWDSKRULVXQGHUVWDQGLQJDQGH[SHULHQFLQJ
one kinGRIWKLQJLQWHUPVRIDQRWKHU´332 DQGPRUHRYHU³RXURUGLQDU\FRQFHSWXDO
system, in terms of which we both think and act, is fundamentally metaphorical in 
QDWXUH´333. This means we do not simply describe verse rhythm as physical 
movement, we experience verse rhythm as physical movement.  
 
I suggest that this metaphor ± µYHUVHUK\WKPLVSK\VLFDOPRYHPHQW¶± rests on a 
GHHSHU³3ULPDU\0HWDSKRU´334µUK\WKPLVPRYHPHQW¶3ULPDU\0HWDSKRUVDUH
XQGHUVWRRGDVDULVLQJIURPFKLOGKRRGH[SHULHQFH³IRU\RXQJFKLOGUHQVubjective 
(nonsensorimotor) experiences and judgements, on the one hand, and 
sensorimotor experiences, on the other, are so regularly conflated ± 
undifferentiated in experience ± that for a time children do not distinguish between 
WKHWZRZKHQWKH\RFFXU´335$QH[DPSOHRIVXFKDPHWDSKRULV³DIIHFWLRQLV
ZDUPWK´336, with the link between the two domains assumed to be established in 
childhood interactions with a parent: when a child is cradled or cuddled by its 
mother, the child experiences the physical warmth of the interaction and the 
                                                          
331 Lakoff and Johnson, Philosophy in the Flesh, 47. 
332 Lakoff and Johnson, Metaphors We Live By, 5. 
333 Ibid., 3. 
334 Lakoff and Johnson, Philosophy in the Flesh, 45. 
335 Ibid., 46. 
336 Ibid., 50. 
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HPRWLRQDOµZDUPWK¶WKDWDFFRPSDQLHVLWDVRQHDQGWKHVDPHSKHQRPHQRQ7KXV
WKURXJKRXWOLIHDIIHFWLRQFRQWLQXHVWREHH[SHULHQFHGDVµZDUP¶DQGDODFNRI
DIIHFWLRQDVµFROG¶7KLVKDVEHHQOLQNHGWRDSURFHVVRI³QHXUDOUHFUXLWPHQW´337, in 
which such experiences become conflated at a neurophysiological level. 
Experiences of rhythm and movement may become conflated at an early stage of 
childhood development, with experiences of creating rhythm (e.g. shaking rattles 
or clapping hands) and of being affected by rhythm (e.g. being rocked to sleep or 
MLJJOHGRQVRPHRQH¶VNQHHDUHOLQNHGWRSK\VLFDOPRYHPHQWV7KXVZHFRQWLQXH
to experience rhythm as movement, even if we are not actually moving or being 
moved at the time. This deep-seated metaphorical association of rhythm and 
movement is explored by Tiger C. Roholt338, who links experiences of musical 
µJURRYHV¶WR0HUOHDX-3RQW\¶VYLHZVRQHPERGLHGSHUFHSWLRQDQG³PRWRU
LQWHQWLRQDOLW\´339. Another researcher into perceptions of musical rhythm, N.P.M. 
7RGGWHOOVXVWKDW³LIWKHVSDWLRWHPSRUDOIRUPRIFHUWDLQVHQVRU\VWLPXOLDUH
matched to the dynamics of the motor system, then they may evoke a motion of an 
internal representation, or motor image, of the corresponding synergetic elements 
of the musculoskeletal system, even if the musculoskeletal system itself does not 
move´340 (original emphasis). 
 
The psychologist and critic D. W. Harding acknowledges the metaphorical nature 
RISURVRGLFµPRYHPHQW¶DQGµHQHUJ\¶341 ± albeit that his understanding of metaphor 
                                                          
337 Lakoff and Johnson, Metaphors We Live By, 256. 
338 Tiger C. Roholt, Groove (New York: Bloomsbury, 2014), 83 W103. 
339 Maurice Merleau-Ponty, Phenomenology of Perception, trans. Donald A. Landes (Abingdon: Routledge, 
2013), 141. 
340 EĞŝůW ?DĐŶŐƵƐdŽĚĚ ? ‘DŽƚŝŽŶŝŶDƵƐŝĐ PEĞƵƌŽďŝŽůŽŐŝĐĂůWĞƌƐƉĞĐƚŝǀĞ ? ? Music Perception: An 
Interdisciplinary Journal 17, no. 1 (1 October 1999): 115 W26. 
341 Denys Wyatt Harding, Words Into Rhythm: English Speech Rhythm in Verse and Prose (Cambridge 
University Press, 1976), 101. 
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predates the work of Lakoff and Johnson ± DQGZKHQGLVFXVVLQJWKHµH[SUHVVLYH
HIIHFWV¶RIYHUVHUK\WKPKHDUJXHVWKDW³LWLVDPRYHPHQWV\VWHP>LQFRUSRUDWLQJ@ 
the extensive and intimate patterns of bodily movement, including incipient 
movemenWDQGSRVWXUHLQZKLFKWKHVSHDNHU¶VHPRWLRQDODWWLWXGHVH[SUHVV
WKHPVHOYHV´342. This seems to be exactly what Lakoff and Johnson have in mind 
ZKHQWKH\GLVFXVVµDEVWUDFWFRQFHSWV¶EHLQJJLYHQWKH³TXDOLWDWLYHIHHORI
VHQVRULPRWRUH[SHULHQFH´343. The difficulW\LVLQ+DUGLQJ¶VLQVLVWHQFHWKDWWKH
µPRYHPHQW¶RIWKHYHUVHH[SUHVVHVµHPRWLRQDOVWDWHV¶,IH[SHULHQFLQJYHUVHUK\WKP
DVSK\VLFDOPRYHPHQWLVMXVWDQRWKHUZD\RIµSDLQWLQJWKHSDVVLRQV¶WKHQLWFDQQRW
provide an action-based understanding of the role of verse in drama. 
 
,QVRPHLQVWDQFHVWKHµPRYHPHQW¶RIYHUVHLVDVVRFLDWHGQRWZLWKWKHDFWLRQ-
playing or even the emotions of the speaker, but with the movement of the object 
or person that is being described. When looking at non-dramatic poetry, 
particXODUO\WKDWZULWWHQLQZKDW(OLRWGHVFULEHVDVWKHµILUVWYRLFH¶WKDWRI³WKHSRHW
talking to himself ± RUWRQRERG\´344), this may not give any cause for concern. 
:KHQIRUH[DPSOHZHUHDGKHDURUSHUIRUP$XGHQ¶VOLQHV 
 
  This is the Night Mail, crossing the border   
  Bringing the cheque and the postal order 345 
 
                                                          
342 Ibid., 93. 
343 Lakoff and Johnson, Philosophy in the Flesh, 128. 
344 Eliot, The Three Voices of Poetry, 1. 
345 Wystan Hugh Auden, Collected Poems (London: Faber, 2007), 132. 
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it seems natural ± desirable, in fact ± for us to associate the rhythms of the verse 
with the sound and movement of a train. This is non-dramatic poetry and the 
principles of dramatic action-playing cannot be regarded as being of primary 
LPSRUWDQFH6XFKµPLPHWLF¶RUµRQRPDWRSRHLF¶LQWHUSUHWDWLRQVRIYHUVHUK\WKPVDUH
nevertheless, sometimes brought to bear on dramatic verse as well. The following 
line from Henry V will serve as an example: 
 
  Swilled with the wild and wasteful ocean  (Henry V, 3.1.14) 
 
%DUWRQQRWHVWKDWWKHµVZLVKDQGVZLUO¶RIWKHYHUVHLPLWDWHVWKHVRXQGDQG
movement of the sea346. Whilst this is intuitively credible, such use of movement 
cannot be the primary function of dramatic verse: it can only apply when there is 
something being described, the movement of which could be imitated in this way. 
Moreover, if our aim is to write and interpret metrical dramatic verse on the 
understanding that it always serves a dramatic purpose then, even when such 
LPLWDWLRQLVDSSURSULDWHµPLPHVLV¶RIWKLVNLQGFDQQRWEHWKHVROHIXQFWLRQRIWKH
line. To imitate the movement of the sea or of a train, is not, in and of itself, active: 
it is not something that one character can do to another and is not, therefore, a 
playable SHUIRUPDQFHFKRLFH7KLVGRHVQRWLQYDOLGDWH%DUWRQ¶VDVVHUWLRQLWVLPSO\
PHDQVWKDWLID6WDQLVODYVNLDQGLUHFWRUDVNVWKHDFWRUSOD\LQJ+HQU\µZKDWDUH\RX
GRLQJWR\RXUPHQDWWKLVSRLQW"¶WKHDQVZHUµ,¶PLPLWDWLQJWKHVHDDWWKHP¶ZLOOQRW
as it were, wash. What we need is a conception of prosodic movement that is not 
                                                          
346 Barton, Playing Shakespeare, 42. 
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VLPSO\µH[SUHVVLYH¶EXWperformative, in which metrical dramatic is integral to the 
³LQGLYLGXDODQGFRQVWDQWO\FKDQJLQJVSHHFK-DFWVRIWKHFKDUDFWHUV´347. 
 
Contemporary understandings of performative speech-acts owe a great deal to the 
linguistic philosopher J. L. Austin. Austin distinguishes three categories of speech-
act: locutionary, illocutionary and perlocutionary348. A locutionary act is a speech-
act in the PRVWREYLRXVVHQVHLQWKDWLWLVDQ³DFWRIVD\LQJVRPHWKLQJ´349. An 
LOORFXWLRQDU\DFWLVWKH³SHUIRUPDQFHRIDQDFWin VD\LQJVRPHWKLQJ´350 (original 
emphasis): a speech-act wherein the utterance of the words constitutes, by virtue 
of conventional rules, the SHUIRUPDQFHRIDQDFWLRQ$QH[DPSOHLVµWRPDNHD
SURPLVH¶,QXWWHULQJWKHZRUGVµ,SURPLVHWRVHQGWKHPDWHULDOWRPRUURZ¶,KDYH
performed the action of making a promise. Whether or not I keep the promise does 
not alter the fact that a promise has been made. Anyone viewing a transcript of the 
conversation in which those particular speech sounds were made would agree that 
such an illocutionary act had been performed. The third category of perlocutionary 
acts is where I believe that action-playing in the Stanislavskian sense ± and 
perhaps the performative potential of metrical verse ± comes to the fore. A 
perlocutionary act is not reliant on conventions of meaning, rather it is an act that 
SURGXFHV³FHUWDLQFRQVHTXHQWLDOHIIHFWVXSRQWKHIHHOLQJVWKRXJKWs, or actions of 
the audience, or of the speaker, or of other persons: and it may be done with the 
GHVLJQLQWHQWLRQRUSXUSRVHRISURGXFLQJWKHP´351. In other words, perlocutionary 
acts are those by which one person speaks in order to affect another. Because 
                                                          
347 Donoghue, The Third Voice, 187. 
348 John Langshaw Austin, How to Do Things with Words (Cambridge, Mass.: Harvard University Press, 
1975), 94 W108. 
349 Ibid., 94. 
350 Ibid., 98. 
351 Ibid., 101. 
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³SHUORFXWLRQDU\DFWVDUHQRWFRQYHQWLRQDO´352 (though they may utilise conventional 
speech acts in order to achieve certain effects) they can be performed by 
nonverbal means including facial expressions, tones of voice and body 
language353.  
 
As an example, the illocutionary act of making a threat might form a part of the 
perlocutionary act of intimidating, but the latter could be achieved without the 
former being performed and, by the same token, the former act could be 
performed without achieving the latter. As a result, that a perlocutionary act was 
SHUIRUPHGFDQQRWEHHVWDEOLVKHGDVDµIDFW¶VLPSO\E\YLHZLQJDWUDQVFULSWRID
FRQYHUVDWLRQ³<HVDWKUHDWZDVPDGHEXWZKHWKHURUQRWWKDWZDVGRQHZLWKWKH
intention of intimidating and whether or not it had that effect remains an open 
TXHVWLRQ´%HFDXVHVXFKDFWVUHO\RQWKHUHVSRQVHRIWKHSHUVRQZKRKDVEHHQ
acted upon, we must allow for the possibility of a mismatch between the intention 
(the perlocutionary object) and the actual response (the perlocutionary sequel).  
 
For such acts to be achieved or imitated in drama requires acting in a way that the 
performance of illocutionary acWVGRHVQRW,IWKHOLQHLV³,IWKH\ILQGPH,SURPLVH
you a fight ± DGHYLORIDILJKW´354, and the actor manages to say those words out 
loud, in that order, then the character has performed the illocutionary act of making 
DSURPLVHQRDFWLQJUHTXLUHG,ILQPDNLQJWKDWSURPLVHWKHFKDUDFWHULVµWR
LQWLPLGDWH¶RUµWRLPSUHVV¶WKHRWKHUFKDUDFWHULQWKHVFHQHWKHQWKHDFWRUZLOl need 
                                                          
352 Ibid., 122. 
353 Nonverbal means could be used to perform an illocutionary act but only if those means existed as part of 
a conventional sign-system. 
354 George Bernard Shaw, Arms and the Man (New York: Dover Publications, 2012), 6. 
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to act. That is, the actor will need to play an activity by making and executing a 
plausible and playable performance choice.  
 
If an experience of movement generated by verse rhythm is to be understood as 
the execution of a perlocutionary act, then there must be a connection between 
µVHQVDWLRQVRISK\VLFDOPRYHPHQW¶DQGWKHSHUIRUPDQFHRIGUDPDWLFDFWLYLWLHV 
 
Metaphors We Act By: The Laban-Malmgren System 
 
In order to understand the connection between physical, or psychophysical, 
µVHQVDWLRQV¶DQG6tanislavskian action-playing, I turn my attention to the Laban-
Malmgren System of actor training. This approach is at the heart of the acting and 
directing programmes at Drama Centre London, and was developed by one of the 
VFKRRO¶VIRXQGLQJWHDFKHUV<DW0almgren, as an extension and adaptation of the 
µPRYHPHQWSV\FKRORJ\¶ZRUNRI5XGROI/DEDQDQGKLVODWH-life collaborator William 
&DUSHQWHU7KRXJK0DOPJUHQVWDUWHGWHDFKLQJWKH6\VWHPLQWKHV0LURGDQ¶V
1997 thesis was the first document to make this work available to those beyond 
the classrooms of Malmgren and his former students. As a result, the System is 
QRWDVZLGHO\NQRZQDV/DEDQ¶VHDUOLHUZRUN+RZHYHUPDQ\RIWKRVHWUDLQHGLQ
the Laban-Malmgren System are prominent figures, with Anthony Hopkins, Colin 
Firth, Anne-Marie Duff, Adrian Noble, Penelope Wilton, Pierce Brosnan, Helen 
McCrory, Michael Fassbender and Tom Hardy amongst those to have been 
trained by Malmgren and his successors.  
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Whilst the majority of the concepts found in the Laban-Malmgren System are 
SUHVHQWLQ/DEDQ¶VThe Mastery of Movement³E\OLQNLQJ/DEDQ¶VDQG&DUSHQWHU¶V
ZRUNWR6WDQLVODYVNLDQWKLQNLQJRQFKDUDFWHUDQGDFWLRQ«0DOPJUHQVWUXFNRXWRQ
his own, GHYHORSLQJZKDW&DUSHQWHUKDGFRQFHLYHGDVDJHQHUDOµPRYHPHQW
psycholRJ\¶LQWRDQDUURZHU\HWFRKHUHQWDQGXVHDEOHWUDLQLQJ6\VWHPfor 
actors´355 RULJLQDOHPSKDVLV7KH6\VWHPLVEDVHGRQD³GHFHSWLYHO\VLPSOHLGHD
between certain psychological and certain physical functions there is a direct 
FRUUHVSRQGHQFH´356 This simple idea has wide-ranging implications for the acting 
process, but I will focus on only one aspect of the Laban-Malmgren System: the 
way in which it enriches and adds to the notion of dramatic activities.  
 
Dramatic activities can be described using transitiYHYHUEVµWRFKDUP¶µWRFRD[¶µWR
VKDPH¶HWF6XFKGHVFULSWLRQVWHOOXVwhat DFKDUDFWHULVGRLQJEXWWKH\GRQ¶WWHOO
us how WKRVHDFWLYLWLHVDUHEHLQJSOD\HGµ7RFKDUP¶IRUH[DPSOHPLJKWEHSOD\HG
LQDQXPEHURIGLIIHUHQWZD\V$µVLON\¶NLQGRIFharming might be very different to a 
MRFXODUµLPSLVK¶YHUVLRQRIWKHDFWLYLW\:HPLJKWWKHUHIRUHPRGLI\WKHGHVFULSWLRQ
RIDQDFWLYLW\µWRFKDUPLPSLVKO\¶IRUH[DPSOH7KHGLUHFWRU+DUROG&OXUPDQ
GHVFULEHVWKHVHDGGLWLRQVDV³DGMXVWPHQWV´357 ± offering H[DPSOHVVXFKDV³WR
WDQWDOL]HVWDXQFKO\´358 ± DQG&DUQLFNHXVHVWKHWHUP³DGDSWDWLRQ´359. Drawing on 
WKHµGHFHSWLYHO\VLPSOHLGHD¶RIOLQNLQJSV\FKRORJLFDODQGSK\VLFDOIXQFWLRQVDFWRUV
trained in the Laban-Malmgren System OHDUQWRFRQFHSWXDOLVHWKHVHµDGMXVWPHQWV¶
as purposeful movements of the human body. 
                                                          
355 Mirodan,  ‘ĐƚŝŶŐƚŚĞDĞƚĂƉŚŽƌ ?, 30 W45. 
356 Mirodan,  ‘dŚĞtĂǇŽĨdƌĂŶƐĨŽƌŵĂƚŝŽŶ ?, 12. 
357 Clurman, On Directing, 80. 
358 Ibid., 284. 
359 Carnicke, Stanislavsky in Focus, 213. 
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Laban describes physical movement in terms of four dimensions, which he 
FKULVWHQVKLVµ0RWLRQ)DFWRUV¶:HLJKW6SDFH7LPHDQG)ORZ360. Each Motion 
Factor has a Contending element and a Yielding element: 
 
Weight is Strong or Light 
Space is Direct or Flexible 
Time is Quick or Sustained 
Flow is Bound or Free 
 
Using these terms, physical movements can be categorised into a series of eight 
µEDVLF¶:RUNLQJ$FWLRQV361: 
 
Strong/Direct/Quick362  =  Punching 
Strong/Direct/Sustained  =  Pressing 
Strong/Flexible/Quick  =  Slashing 
Strong/Flexible/Sustained  =  Wringing 
Light/Direct/Quick   =  Dabbing 
                                                          
360 Laban, The Mastery of Movement, 85. 
361 Ibid., 77. 
362 The convention of using forward slashes in these descriptions is adopted from Laban and is an indication 
that the order in which the elements are listed is reversible and that the relative prominence of each 
Motion Factor is variable. 
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Light/Direct/Sustained  =  Gliding 
Light/Flexible/Quick   =  Flicking  
Light/Flexible/Sustained  =  Floating 
 
Each Working AFWLRQLVDOVRFKDUDFWHULVHGE\LWVµ)ORZ¶RUµYLVFRVLW\¶RIPRYHPHQW
ZKLFKFDQEHHLWKHUµ)UHH¶RUµ%RXQG¶$:RUNLQJ$FWLRQLVµ)UHH¶LILWGLVSOD\V³D
VWUHDPLQJXQDUUHVWDEOHIOXLGLW\RIPRYHPHQW´363 DQGµ%RXQG¶LILWGLVSOD\VD
³FRQVWDQWUHDGLQHVVWRVWRS´364.  
 
Within the Laban-Malmgren System, activities are described in terms of Working 
$FWLRQV6RIRUH[DPSOHP\DFWLYLW\PLJKWEHµWRFKDUP*OLGLQJO\¶RUµWRLQWLPLGDWH
3UHVVLQJO\¶7KH:RUNLQJ$FWLRQVDUHµDUFKHW\SDO¶PRYHPHQWVDQGVR,FDQPDNH
the description more specific by personalising the movement. Instead of linking the 
DFWLYLW\µWRFKDUP¶WRDJHQHULF*OLGH/LJKW'LUHFW6XVWDLQHG,FDQOLQNWKHDFWLYLW\
to a particular *OLGHµVWURNLQJDFDW¶IRUH[DPSOH,FDQpersonalise the movement 
further by imagining, not just stroking any old cat, but stroking a particular cat, in a 
particular way, on a particular occasion. The aim is to find a specific movement that 
µFDSWXUHV¶WKHTXDOLW\RIWKHVSHFLILFDFWLYLW\WKDW,DPSOD\LQJ7KXVHDFKDQGHYHry 
activity can be described in terms of a particular physical action. 
 
The movements are not merely descriptions, they are Conceptual Metaphors. 
Actors understand and experience dramatic activities as purposeful movements of 
                                                          
363 Rudolf Laban and William Carpenter, cited in Fettes, A Peopled Labyrinth, 332. 
364 Ibid., 331. 
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the human body. The metaphorical nature of the Laban-Malmgren System has 
EHHQLGHQWLILHGE\0LURGDQZKRGHILQHVWKHµIRXQGDWLRQDOPHWDSKRU¶RIWKH6\VWHP
DV³SV\FKRORJLFDODFWLRQLVSK\VLFDODFWLRQ´3655LFN.HPSDOVRGLVFXVVHV/DEDQ¶V
Working Actions as embodied metaphorical concepts366. This conflation of mental 
and physical behaviour is in step with Conceptual Metaphor Theory and with 
contemporary theories of embodied cognition, which reject the Cartesian 
separation of mind and body, spirit and substance367. Such notions of embodiment 
have had a profound influence on twenty-first century performance theory and 
practice, with commentators such as Bruce McConachie368, Rhonda Blair369 and 
John Lutterbie370 seeking to re-examine the embodied, cognitive processes of 
theatrical performance and practitioner-theoreticians such as Carnicke371, Merlin372 
and Kemp373 reemphasising the embodied, experiential, and psychophysical 
aspects of acting and action-playing. 
 
For the actor, the experiential truth of the Laban-0DOPJUHQ6\VWHP¶VµIRXQGDWLRQDO
PHWDSKRU¶LVUHDOLVHGLQWKHWZLQFRQFHSWVRIµHIIRUW¶DQGµDFWLRQ¶µ(IIRUW¶LVGHILQHG
DV³WKHLQQHULPSXOVHVIURPZKLFKPRYHPHQWRULJLQDWHV´374 and I suggest that it 
PD\EHJORVVHGDVµWKHILUVW-person experiences of impulses towards action and 
                                                          
365 Mirodan,  ‘ĐƚŝŶŐƚŚĞDĞƚĂƉŚŽƌ ?, 40. 
366 Kemp, Embodied Acting, 50. 
367 See, for example, Lakoff and Johnson, Philosophy in the Flesh; Antonio Damasio, The Feeling Of What 
Happens: Body, Emotion and the Making of Consciousness, (San Diego: Vintage, 2000); Mark Johnson, The 
Meaning of the Body: Aesthetics of Human Understanding, (University of Chicago Press, 2008); Alva Noe, 
Out of Our Heads: Why You Are Not Your Brain, and Other Lessons from the Biology of Consciousness, (New 
York: Hill & Wang, 2010). 
368 Bruce McConachie, Theatre and Mind (New York: Palgrave Macmillan, 2012). 
369 Rhonda Blair, The Actor, Image, and Action: Acting and Cognitive Neuroscience, (London: Routledge, 
2007). 
370 John Lutterbie, Toward a General Theory of Acting: Cognitive Science and Performance (New York: 
Palgrave Macmillan, 2011). 
371 Carnicke, Stanislavsky in Focus, 185 W206. 
372 Bella Merlin, Beyond Stanislavsky (London: Nick Hern Books, 2001), 3 W9. 
373 Kemp, Embodied Acting, 13 W20. 
374 Laban, The Mastery of Movement, 10. 
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the expenditure of psychRSK\VLFDOHQHUJ\ZLWKLQWKHSOD\LQJRIDQDFWLRQ¶7KH
GHILQLWLRQRIµDFWLRQ¶LV³DERGLO\PRYHPHQW>LQFOXGLQJDQDFWRIVSHHFK@H[SUHVVHG
through the Motion Factors of Weight, Space, Time and Flow: performed for a 
functional purpose with a measure of consFLRXVYROLWLRQ´375,QWHUPVRIµHIIRUW¶DQ
DFWLYLW\ZLOOEHXQGHUVWRRGDQGH[SHULHQFHGE\WKHDFWRUDVDQµLQQHUVHQVDWLRQ¶RI
PRYHPHQW,QWHUPVRIDFWLRQWKDWVDPHTXDOLW\RIPRYHPHQWZLOOµLQIXVH¶WKH
physical and vocal behaviour of the performer. By vLUWXHRIWKH6\VWHP¶V
µIRXQGDWLRQDOPHWDSKRU¶WKHQSOD\LQJP\DFWLYLW\µWRFKDUPVWURNLQJO\¶ZLOO
HQJHQGHUDSV\FKRSK\VLFDOH[SHULHQFHRIµVWURNLQJ¶LQPHDVWKHSHUIRUPHUµHIIRUW¶
and WUDQVPLWDµVWURNLQJHQHUJ\¶WKURXJKP\SXUSRVHIXOYRFDODQGSK\VLFal 
EHKDYLRXUµDFWLRQ¶7KLVµHQHUJ\¶LVXVHGWRDIIHFWWKHRWKHUSHUVRQFKDUDFWHULQWKH
VFHQH,µFKDUP¶WKHRWKHUSHUVRQE\µVWURNLQJ¶WKHP 
 
2QHRIWKHSUDFWLFDOXSVKRWVRIWKLVIRUDQDFWRULVWKDWE\µDFWLQJRXWWKHPHWDSKRU¶
± that is, by enactinJRUµPLPLQJ¶DSK\VLFDOVWURNLQJPRYHPHQW± I can generate 
WKHSV\FKRSK\VLFDOVHQVDWLRQRIµHIIRUW¶DVVRFLDWHGZLWKP\DFWLYLW\µWRFKDUP¶7KLV
µDFWLQJRXW¶RIWKHPHWDSKRUWKXVEHFRPHVSDUWRIWKHDFWRU¶VSUHSDUDWLRQDQG
rehearsal process. Rather than sLPSO\µLPDJLQLQJ¶ZKDWLWZRXOGEHOLNHWRSOD\WKLV
particular activity in these particular dramatic circumstances and then trying to 
WUDQVODWHWKLVµSV\FKRORJLFDO¶SUHSDUDWLRQLQWRSHUIRUPDQFH,FDQXVHWKHSK\VLFDO
action to get the psychophysical sensation RISOD\LQJWKHDFWLYLW\µDOLYHLQP\ERG\¶
± RUUDWKHUDOLYHLQP\³ERG\PLQG´2QFH,KDYHJHQHUDWHGWKHSV\FKRSK\VLFDO
VHQVDWLRQRIµHIIRUW¶,FDQXVHLWWRLQIRUPP\UHKHDUVDORIWKHYRFDODQGSK\VLFDO
                                                          
375 Laban and Carpenter, cited in Fettes, A Peopled Labyrinth, 1 W2. 
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performance of the activity, so that my delivery of the text comes to embody the 
µHQHUJ\¶RIWKHPRYHPHQW 
 
The Laban-Malmgren System is by no means the only method of actor training to 
exploit the psychophysical nature of performance and action-playing. Kemp notes 
WKDW³WKHODVWWKLUW\\HDUVKDVVHen a growth of interest in physical and holistic actor 
WUDLQLQJ´376 and argues that in order to reconcile Stanislavskian notions of acting 
with contemporary theories of embodiment and the recent findings of 
neuroscientific research we need to look to Stanislavsky¶VODWHUZRUNFRQFHUQLQJ
physical actions, to the development of that work by practitioners such as 
Meyerhold, Vakhtangov and Michael Chekhov, and to physical approaches such 
as those of Grotowski and Lecoq, as well as those that stem from Laban377. His 
UHVHDUFKVXSSRUWVWKHLGHDWKDW³WUDLQLQJWKDWIRUHJURXQGVWKHERG\GRHVQRW
QHFHVVDULO\QHJOHFWWKHPHQWDODFWLYLWLHVJHQHUDOO\WHUPHGµSV\FKRORJLFDO¶,QVWHDG
LWJURXQGVWKHPLQDFWLRQ´378 My contention is that the language of the Laban-
Malmgren System and the Conceptual Metaphor at its heart, provide a coherent 
understanding of embodied action-playing that is particularly well-suited to 
exploring the hyperactive potential of metrical dramatic verse. 
 
7KHµIRXQGDWLRQDOPHWDSKRU¶RIWKHLaban-Malmgren System allows actors to 
understand and experience dramatic activities as physical movements and, more 
specifically, as purposeful movements of the human body. I have identified another 
metaphor that allows us to understand and experience verse rhythm as physical 
                                                          
376 Kemp, Embodied Acting, 20. 
377 Ibid., 9 W13. 
378 Ibid., 18. 
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PRYHPHQW&RQFHSWXDOPHWDSKRUVDUH³OLNHDWRPVWKDWFDQEHSXWWRJHWKHUWRIRUP
PROHFXOHV´379%\FRQIODWLQJWKHPHWDSKRUVµYHUVHUK\WKPLVSK\VLFDOPRYHPHQW¶
DQGµSV\FKRORJLFDODFWLRQLVSK\VLFDODFWLRQ¶ZHFUHDWHWKHµPHWDSKRULFDOPROHFXOH¶
to which I shall refer as the Motion in Poetry Metaphor.  
 
If the rhythm of a particular line of metrical verse is understood and experienced as 
a physical movement and if that same physical movement is used to understand 
and experience the psychophysical sensation of a particular dramatic activity, then 
we can understand and experience verse rhythm as embodying dramatic action. If, 
IRUH[DPSOHP\DFWLYLW\LVµWRFKDUPVWURNLQJO\¶DQGLIWKHOLQHRIYHUVH± the lusory 
tool ± I am using to play that activity has rhythmic qualities that are experienced as 
DµVWURNLQJ¶PRYHPHQWWKHQWKHµPRYHPHQW¶RIWKHYHUVHDQGWKHµPRYHPHQW¶RIWKH
activity are one and the same thing. Moreover, if metrical verse can generate 
H[SHULHQWLDOTXDOLWLHVRIPRYHPHQWLQWKHVSHDNHUµHIIRUW¶DQGHPERG\WKRVH
TXDOLWLHVRIPRYHPHQWLQWKHSHUIRUPDQFHRIWKHOLQHµDFWLRQ¶LQDPDQQHUWKDWLV
beyond the capacity of naturalistic prose then the dramatic function of such verse 
is not only active but hyperactive. 
 
Conceptual Metaphor Theory provides an explanation as to why readers, writers 
and performers of metrical verse might conceptualise its rhythms in terms of 
physical movement, but if we are to incorporate the principles of the Motion in 
Poetry Metaphor into a specialist version of the Stanislavskian acting game then 
we must have a clearer understanding of how our embodied interactions with 
metrical verse give rise to these experiences. If metrical dramatic verse has 
                                                          
379 Lakoff and Johnson, Philosophy in the Flesh, 60. 
128 
 
hyperactive potential, then we must understand how and why the experiences of 
movement associated with metrical verse differ from experiences of naturalistic 
prose. We must also re-examine the rules of our game. An action-based approach 
to the interpretation of metrical dramatic verse must continue to be governed by 
the rules of plausibility and playability. However, the process of ascribing physical 
movements to particular verse constructions might be considered a game in itself 
DQGXQOHVVRXULQWHUSUHWDWLRQVRIYHUVHUK\WKPDUHWREHµSXUHO\VXEMHFWLYH¶RU
arbitrarily prescriptive, then this nested game-within-a-game must be governed by 
constitutive rules of its own. Understanding these aspects of the Verse Psychology 
Game ± and the nature of its rules ± is the primary aim of the following chapter.     
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Chapter 3: Rhythm Games 
 
3.1 Finding a Rhythm 
 
Cognitive Poetics 
 
In order to further explore the structure and the mechanics of the Verse 
Psychology Game, I draw on the cognitive poetics of Reuven Tsur and on his 
WKHRU\RI³UK\WKPLFDOSHUIRUPDQFH´380 in particular. There are three main reasons 
IRUP\GHFLVLRQWRDGRSWDQGWRDFHUWDLQH[WHQWDGDSW7VXU¶VPRGHO 
 
1. 7VXU¶VWKHRU\RIUK\WKPLFDOSHUIRUPDQFHRIIers a coherent and useful 
explanation of how the rhythms of metrical verse actually work, especially 
within the verse form that has dominated English-language versification 
VLQFHWKH&WKLDPELFSHQWDPHWHU7VXU¶VFRJQLWLYHPRGHOKDVVLJQLILFDQW
DGYDQWDJHVRYHUµWUDGLWLRQDO¶KXPDQLVWPHWULFVRIZKLFK*HRUJH7:ULJKW381 
is one notable contemporary exponent), the generative andLQGHHG³SRVW-
JHQHUDWLYH´382 systems of metrical analysis stemming from the influential 
work of Halle and Keyser383DQGWKHPRGHORIµEHDWSURVRG\¶GHYHORSHGE\
Derek Attridge384. 
                                                          
380 Tsur, Poetic Rhythm, 19. 
381 George T. Wright, Hearing the Measures: Shakespearean and Other Inflections (Madison: University of 
Wisconsin Press, 2002). 
382 Groves, Strange Music, 13. 
383 Morris Halle and Samuel Jay Keyser, English Stress; Its Form, Its Growth, and Its Role in Verse (New York: 
Harper & Row, 1971). 
384 Derek Attridge, Well-Weighed Syllables: Elizabethan Verse in Classical Metres (Cambridge University 
Press, 1979); Attridge, Poetic Rhythm; Attridge, Moving Words. 
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2. Although Tsur does not discuss the idea of game-playing explicitly, his 
approach to metre echoes the structure RIDJDPH$VDUHVXOWWKHµJDPH¶
of rhythmical performance may be incorporated within the larger game-
VWUXFWXUHVRIµ9HUVH3V\FKRORJ\¶DQGµ6WDQLVODYVNLDQDFWLQJ¶ 
3. I suggest that it is mutually beneficial for the principles of rhythmical 
performance to be aligned with the concept of the Motion in Poetry 
0HWDSKRU2QWKHRQHKDQG7VXU¶VWKHRU\FRPELQHGZLWKWKHQRWLRQRI
conceptual metaphor, provides a coherent explanation as to how and why a 
SHUIRUPHU¶VHPERGLHGLQWHUDFWLons with metrical verse might give rise to 
experiences of physical movement, thereby lending additional support to 
my WKHRUHWLFDOPRGHO2QWKHRWKHUKDQG,DUJXHWKDW7VXU¶VH[SODQDWLRQRI
the cognitive principles underpinning the perception of verse rhythm can be 
HQULFKHGDQGLPSURYHGE\WKHGLVFXVVLRQRIYHUVHUK\WKP¶VHPERGLHGDQG
experiential nature offered by the Motion in Poetry Metaphor.          
 
Tsur began the study of cognitive poetics in the 1970s385 and has continued to 
develop and test his theories over the past forty years. During that time, and 
particularly since the turn of this century, interest in cognitive poetics has grown 
considerably, as evidenced in the works of Peter Stockwell386, Mark Turner387, 
Brone and Vandaele388, Semino and Culpeper389, and Gavins and Steen390, 
DPRQJVWRWKHUV:KLOVW7VXU¶VIRFXVKDVEHHQRQSRHWU\VRXQGSDWWHUQVDQG± 
                                                          
385 Tsur, A Perception-Oriented Theory of Metre. 
386 Peter Stockwell, Cognitive Poetics: An Introduction (London: Routledge, 2002). 
387 Mark Turner, The Literary Mind: The Origins of Thought and Language, (Oxford University Press, 1998). 
388 Jeroen Vandaele and Geert Brone, eds., Cognitive Poetics: Goals, Gains and Gaps (New York: Mouton de 
Gruyter, 2009). 
389 Elena Semino and Jonathan Culpeper, eds., Cognitive Stylistics: Language and Cognition in Text Analysis 
(Philadelphia: John Benjamins Publishing Company, 2002). 
390 Joanna Gavins and Gerard Steen, Cognitive Poetics in Practice (London: Routledge, 2003). 
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crucially, for my purposes ± verse rhythm, others have expanded the field to 
include a wide range of literature and literary styles. Despite this variety of 
interests, and an accompanying variety of approaches, there are certain core 
principles that tie together these different strands of inquiry. These principles 
include: 
 
Experientialism:  ³WKHYLHZWKDWWKHUHLVDZRUOGRXWVLGHWKHERG\WKDWH[LVWV«
but our only access to it is through our perceptual and 
FRJQLWLYHH[SHULHQFHRILW´391.      
Generalisation: 7KHSULQFLSOHWKDW³WKHUHDUHFRPPRQDVSHFWVRIKXPDQLW\VR
WKDW«WKHEURDGZLQGRZRIKXPDQSRVVLELOLWLHVLVFRQVWUDLQHG
by the common way in which our minds work and our bodies 
LQWHUDFWZLWKUHDOLW\´392. 
Embodiment:  The principle that the human mind is an embodied mind and 
WKDWDVDUHVXOW³WKHSK\VLFDOPDWHULDODQGVHQVLEOHZRUOGDQG
the abstract idealised and conceptual world are intimately 
bound togethHUPLQGERG\GXDOLVPLVUHMHFWHG´393. 
 
Such principles play a vital role in the cognitive poetics advanced by Tsur and in 
WKH9HUVH3V\FKRORJ\*DPH,QLQVLVWLQJWKDWDOOOLWHUDU\ZRUNVDUH³WKHFRPELQHG
products of texts and readers in particular configuraWLRQV´394, cognitive poetics is a 
form of reader-response criticism and can therefore be associated with the 
                                                          
391 Peter Stockwell, Texture - a Cognitive Aesthetics of Reading (Edinburgh University Press, 2012), 2. 
392 Ibid., 3. 
393 Ibid., 4. 
394 Ibid., 5. 
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tradition of reception theorists such as Wolfgang Iser395 and Stanley Fish396. 
However, by situating the reading process within established models of embodied 
FRJQLWLRQLWDYRLGVUHFRXUVHWRDQ³LGHDO´397³SHUIHFW´398 RU³VXSHU´399 reader ± to the 
NLQGRIUHDGHUWKDWDV7HUU\(DJOHWRQSXWVLW³QHHGQRWGRDQ\WKLQJVRKXPGUXP
DVDFWXDOO\H[LVW´400 ± DQGLQVWHDGFRQVLGHUV³DUHDOUHDGHUZKRFRXOGDQGRIWHQ
does H[LVWDUHDGHUZLWKDPLQGDQGDERG\´401.  
 
Dance Partners: The Neutral Line and the Natural Line 
 
According to Tsur, the rhythm of metrical verse is made up of three components: 
³SURVHUK\WKPPHWULFSDWWHUQDQGSHUIRUPDQFH´402. A similar observation was made 
by Wellek and Warren403 in the mid-twentieth century, and Antony Easthope 
reports that, towards the end of that FHQWXU\VFKRODUVKDGUHDFKHGD³JHQHUDO
DJUHHPHQW´404 on this point. However, many theories of metre based on this notion 
have tended to prioritise the first two elements or to conflate the second and third, 
WDONLQJRI³PHWHUYVDFWXDOLVDWLRQDEVWUDFWIUDPHYVDFWXDOLQVWDQFHVFKHPDRU
                                                          
395 Wolfgang Iser, The Act of Reading: A Theory of Aesthetic Response (Baltimore: The Johns Hopkins 
University Press, 1980). 
396 Stanley Fish, Is There a Text in This Class?: The Authority of Interpretive Communities (Cambridge, Mass.: 
Harvard University Press, 1990). 
397 Jonathan Culler, Structuralist Poetics: Structuralism, Linguistics and the Study of Literature (London: 
Routledge, 2002), 144. 
398 Frank Raymond Leavis, ĚƵĐĂƚŝŽŶĂŶĚƚŚĞhŶŝǀĞƌƐŝƚǇ P^ŬĞƚĐŚĨŽƌĂŶ ‘ŶŐůŝƐŚ^ĐŚŽŽů ? (Cambridge 
University Press, 1979), 70. 
399 DŝĐŚĂĞůZŝĨĨĂƚĞƌƌĞ ? ‘ĞƐĐƌŝďŝŶŐWŽĞƚŝĐ^ƚƌƵĐƚƵƌĞƐ PdǁŽƉƉƌŽĂĐŚĞƐƚŽĂƵĚĞůĂŝƌĞ ?Ɛ>ĞƐŚĂƚƐ ? ?Yale French 
Studies, no. 36/37 (1966), 215. 
400 Terry Eagleton, Literary Theory: An Introduction (Oxford: Blackwell, 1983), 121. 
401 Stockwell, Texture - a Cognitive Aesthetics of Reading, 137. 
402 Tsur, Poetic Rhythm, 7. 
403 René Wellek and Austin Warren, Theory of Literature (New York: Harcourt, Brace & World, 1956), 170. 
404 Antony Easthope, Poetry as Discourse (London: Routledge, 1990), 61. 
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µQRUPDWLYHIDFW¶YVSDUWLFXODUHWF´405. Tsur, however, maintains that all three 
elements must be given equal consideration.     
 
The metric pattern ± or Neutral Line406 as I will call it ± LVWKHµIL[HGSDWWHUQ¶RIWKH
verse form. The Neutral Line of iambic pentameter, for example, can be 
represented like this: 
 
   w-S w-S w-S w-S w-S 
 
This Neutral Line has ten metrical positions arranged into five feet, with each foot 
containing a weak metrical position followed by a strong metrical position. This 
pattern is constant. It is also devoid of linguistic content: it is not made up of 
syllables or speech sounds. The Neutral Line is a nonverbal construct and can be 
described as silent,SUHIHUWKLVWHUPWR³DEVWUDFW´407, which suggests something 
GLVHPERGLHGRUµXQUHDO¶,DUJXHWKDWRQWKHFRQWUDU\WKHUK\WKPLFSDWWHUQRIWKH
1HXWUDO/LQHFDQEHµIHOW¶DVDQLQWHUQDOO\Vtructured, embodied experience. Tsur 
VXJJHVWVWKDWDUHDGHU¶VNQRZOHGJHRIDPHWULFDOIRUPLVEHVWGHVFULEHGDVD
³SHUFHSWXDOK\SRWKHVLV´408; if so, what this hypothesis anticipates is not an abstract 
relationship between a theoretical pattern and a collection of syllables but an 
embodied perception: the experience of the Neutral Line pattern or, to apply the 
                                                          
405 Seymour Chatman and Samuel Levin, Essays on the Language of Literature (Boston: Houghton Mifflin 
Company, 1967), 69 W70. 
406 dƐƵƌ ?ƐPoetic Rhythm brings together work carried out over several decades and Tsur declares that the 
ĐƌĞĂƚŝŽŶŽĨƚŚĞďŽŽŬŝŶǀŽůǀĞĚĂŐŽŽĚĚĞĂůŽĨ ‘ĐŽƉǇĂŶĚƉĂƐƚĞ ? ?Ɖ ? ? ? ?WĞƌŚĂƉƐĨŽƌƚŚŝƐƌĞĂƐŽŶ ?ŚŝƐƵƐĞŽĨ
terminology and the definitions he provides for certain terms are, at times, inconsistent. In the pursuit of 
clarity and consistency I have developed, and will here employ, some terms of my own.   
407 Tsur, Poetic Rhythm, 22. 
408 Ibid., 56. 
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Motion in Poetry Metaphor, the experience of a particular pattern of movement. I 
ZLOOWKHUHIRUHGLVFXVVDSHUIRUPHU¶VFRQFHSWLRQRIWKH1HXWUDO/LQHSDWtern not as 
DQµDEVWUDFWLGHD¶EXWDVWKHµQHXWUDOIRUP¶RIDQ³H[SHULHQWLDOJHVWDOW´409; that is, as 
³DQRUJDQLVHGXQLILHGZKROHZLWKLQRXUH[SHULHQFHDQGXQGHUVWDQGLQJWKDW
PDQLIHVWVDUHSHDWDEOHSDWWHUQRUVWUXFWXUH´410  
 
7KHµSURVHUK\WKP¶± or Natural Line ± is the way in which a particular 
arrangement of syllables, words, phrases, etc., might be spoken within a particular 
(dramatic) context but without reference to the text being treated as verse. Put 
VLPSO\LWLVKRZWKHWH[WPLJKWEHSHUIRUPHGµQDWXUDOO\¶:KHQLWFRPHVWR
assessing the Natural Line structure of a text I will, throughout this study, assume 
DOHYHORI³FRPPXQLFDWLYHFRPSHWHQFH´411 on the part of the reader; that is, I will 
UHO\RQWKHUHDGHU¶VWDFLWNQRZOHGJHRIJUDPPDUOLQJXLVWLFVDQGSragmatics rather 
WKDQIRUPXODWLQJRUH[SRXQGLQJH[SOLFLWUXOHVIRUDVVLJQLQJOHYHOVRIµVWUHVV¶412 to a 
word or syllable, grouping words into intonational-phrases, determining the 
presence, duration and positioning of pauses within an utterance, etc. I will also 
assume that it is within the competence of the reader/performer to assess the 
content of a line (i.e. the meaning of the words) and to make appropriate 
performance choices in response413. Whereas the Neutral Line pattern remains 
constant, the Natural Line pattern is constantly changing. Just as it is misleading to 
                                                          
409 Johnson, The Body in the Mind, 41. 
410 Ibid., 44. 
411 DŝĐŚĂĞůĂŶĂůĞ ? ‘&ƌŽŵŽŵŵƵŶŝĐĂƚŝǀĞŽŵƉĞƚĞŶĐĞƚŽŽŵŵƵŶŝĐĂƚŝǀĞ>ĂŶŐƵĂŐĞWĞĚĂŐŽŐǇ ? in Jack C. 
Richards and R. W. Schmidt, eds., Language and Communication (London: Routledge, 2014), 2. 
412 /ƵƐĞƚŚĞƚĞƌŵ ‘ƐƚƌĞƐƐ ?ƚŽĚĞƐĐƌŝďĞƚŚĞĚĞŐƌĞĞŽĨƉƌŽŵŝŶĞŶĐĞĂƐǇůůĂďůĞƌĞĐĞŝǀĞƐŝŶĂŶƵƚƚĞƌĂŶĐĞ ?
regardless of how such prominence might be achieved in performance (loudness, pitch, inflection, etc.). 
413 It is therefore assumed that the meaning of a line will guide and inform performance choices that 
respond to the metrical and rhythmical considerations of the construction.  
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discuss the Neutral Line as being made up of syllables, it is equally misleading to 
describe the Natural Line as containing metrical positions or feet.      
 
The relationship between the patterns of the Neutral Line and the Natural Line is 
RQHRIGLIIHULQJGHJUHHVRI³FRQYHUJHQFHDQGGLYHUJHQFH´414. If the ten metrical 
positions of the Neutral Line are matched by ten syllables in the Natural Line, the 
strong positions matched by strong stresses, and the pattern of articulation in the 
Natural Line matches the internal structure of the Neutral Line, then this will be an 
instance of convergence. If we look at this line from Troilus and Cressida: 
   
   w----S      w----S     w----S       w----S    w----S  (Neutral Line)415 
 Her eyes, her hair, her cheek, her gait, her voice (Troilus & Cressida, 1.1.53) 
 
we can see that the Natural Line pattern converges with that of the Neutral Line. 
Each of the ten metrical positions is matched with a syllable. The weak metrical 
positions are matched with relatively weak stresses and the strong metrical 
positions are matched with relatively strong stresses. The internal structure of the 
Neutral Line (positions, feet, line-ending) is matched by the internal structure of the 
Natural Line. If, however, we look at this line: 
 
 
                                                          
414 Tsur, Poetic Rhythm, 33. 
415 dŚĞŶƵŵďĞƌŽĨĚĂƐŚĞƐďĞƚǁĞĞŶ ‘ǁ ?ĂŶĚ ‘^ ?ǀĂƌǇĨƌŽŵƚŚĞƉƌĞǀŝŽƵƐƌĞƉƌĞƐĞŶƚĂƚŝŽŶŽŶůǇƚŽŵĂŝŶƚĂŝŶǀŝƐƵĂů
alignment with the words and should not be taken as indicating a variation within the pattern.  
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    w----S    w---S   w---S    w-----S   w---S   (Neutral Line) 
  Wishing me like to one more rich in hope  (Sonnet 29, 5) 
 
wHQRWLFHDQLQVWDQFHRIGLYHUJHQFH7KHILUVWPHWULFDOSRVLWLRQµZHDN¶LVPatched 
ZLWKDUHODWLYHO\VWURQJVWUHVVDQGWKHVHFRQGPHWULFDOSRVLWLRQµVWURQJ¶LV
matched with a relatively weak stress. This construction is what is known in the 
SDUODQFHRIKXPDQLVWPHWULFVDVDQµLQLWLDOWURFKDLFLQYHUVLRQ¶7KLVLVIDLUO\ORZ-level 
divergence. In principle, a given Natural Line could diverge from the Neutral Line 
pattern at any or all of the metrical positions. Even in a Natural Line that does 
seems to match (or converge with) the weak and strong positions of the Neutral 
Line, levels of stress are far from uniform: the strong stresses in a line might not 
GHOLYHUHTXDODPRXQWVRIµVWUHQJWK¶Brian %R\G¶VFDOFXODWLRQWKDW, allowing for only 
three levels of stress, one could create 59,049 variations within the stress pattern 
of a ten syllable line416 does not take into consideration any variation in the 
number of syllables or in the way that those syllables are organised (pause 
patterns, etc.).  
 
Most metrical theorists recognise that a verse form such as iambic pentameter 
involves some sort of regular pattern, and that the particular patterns of lines 
ZULWWHQµLQ¶WKDWYHUVHIRUPFDQµILWZLWK¶WKHUHJXODUSDWWHUQWRDJUHDWHURUOHVVHU
extent. However, a number of questions divide metrical theories. From my 
perspective, two of the most pressing are: 
                                                          
416 Boyd, Why Lyrics Last, 37. 
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- What effect, if any, does the relationship between these two patterns have 
on performance? 
And 
- To what extent, and in which ways, can the two patterns diverge before the 
YHUVHOLQHLVUXOHGµXQPHWULFDO¶" 
 
7VXU¶VDQVZHUVWRWKHVHTXHVWLRQVKDYH a profound effect on the attitude to metre 
espoused in this thesis. 
 
3.2 Rhythmical Performance 
 
Whose Line is it Anyway? 
 
For Tsur, performance is not merely an afterthought ± a vocal reconstruction of a 
UK\WKPµLQKHUHQW¶LQWKHWH[W± nor is metricality an abstract conundrum to be solved 
with pen and paper. It is only in performance that verse rhythm and metricality 
come into existence. A rhythmical performance is one in which the vocal 
conditions DOORZWKH1HXWUDO/LQHDQG1DWXUDO/LQHSDWWHUQVWREH³Vimultaneously 
DFFHVVLEOHWRDZDUHQHVV´417. Tsur explores the kinds of vocal conditions that would 
make such performance possible on the basis of a core set of principles governing 
cognition and perception. One such principle is the limited capacity of the short-
term (or working) memory, which is constrained both by time span (duration) and 
                                                          
417 Tsur, Poetic Rhythm, 8. 
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by the amount of information that can be processed within it (load). This means 
WKDW³LQRUGHUWRUHQGHUDYHUVHOLQHSHUFHSWLEOHDVDUK\WKPLFZKROHWKHUHFLWHU
must manipulate his vocal resources in such a way that the verse line can be 
completed before its beginning fades out in the short-WHUPPHPRU\´418.  
 
In requiring the simultaneous perception of two patterns, verse rhythm makes 
greater demands on our mental processing capacity than prose (in which there is 
no Neutral Line pattern to perceive). In order to succeed in creating a rhythmical 
performance, then, one would be well advised to employ vocal devices that free up 
PHQWDOSURFHVVLQJVSDFH7KHVHLQFOXGH³JURXSLQJDQd clear-FXWDUWLFXODWLRQ´419, 
saving the processing space that is spent decoding speech sounds within the 
³UDWKHUFDUHOHVVDUWLFXODWLRQ´420 of everyday conversation. The greater the degree of 
divergence between the two patterns, the more mental processing space will be 
required to maintain awareness of those patterns, ergo more processing space will 
QHHGWREHIUHHGXS7KLVOHDGV7VXUWRVWDWHWKDW³WKHPRUHPDUNHGWKHGHYLDWLRQ
the more emphatically the devices of grouping and over-articulation will be 
deplo\HG´421. 
 
Tsur also draws on gestalt theory422. A gestalt is a unified form or shape. Gestalt 
theory explores the tendency and capacity of the human perceptual system to 
JHQHUDWHVXFKSHUFHSWXDOµZKROHV¶RXWRIVPDOOHUDQGSRWHQWLDOO\XQUHODWHG
perceptual stimuli. Once a gestalt has been formed it takes on a perceptual 
                                                          
418 Ibid., 9. 
419 Ibid., 10. 
420 Ibid. 
421 Ibid., 11. 
422 Ibid., 49 W55. 
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µH[LVWHQFH¶WKDWJRHVEH\RQGLWVVWDWXVDVDFROOHFWLRQRIVPDOOHUXQLWVµWKHZKROHLV
RWKHUWKDQWKHVXPRILWVSDUWV¶7KLVQRWLRQKRZHYHUHQWDLOVD³FRPSOH[
relationship between a whole anGLWVSDUWV´423, with the former relying on the 
internal structure (subdivision) provided by the latter and yet maintaining its status 
DVDXQLILHGXQGLYLGHGSHUFHSWXDOµREMHFW¶*HVWDOWSULQFLSOHVKDYHEHHQDSSOLHGWR
the processes of perception in music424 and the visual arts425 and, more recently, 
OLQNHGWRWKHUROHRI³LPDJHVFKHPDWD´426 in embodied perception and cognition427.   
 
The principle, then, is that the line is the primary unit of versification and that, in 
order to be perceived as such, the verse line must operate as a gestalt. On the 
page, the integrity of the line is preserved graphically: the line is printed as a line. 
Tsur explores the ways in which the gestalt of the verse line might operate in 
SHUIRUPDQFH$NH\JHVWDOWSULQFLSOHLVWKDW³SV\FKRlogical organisation will always 
EHDVµJRRG¶DVWKHSUHYDLOLQJFRQGLWLRQVDOORZ´ZLWKWKHWHUPµJRRG¶HPEUDFLQJ
³VXFKSURSHUWLHVDVUHJXODULW\V\PPHWU\VLPSOLFLW\´428$µJRRG¶JHVWDOWZLOOKDYHD
µJRRG¶LQWHUQDOVWUXFWXUH7VXUHFKRHV0H\HULQLQVLVWLQJ ³WKDWµJRRGVKDSH¶GRHV
QRWQHFHVVDULO\PHDQµDUWLVWLFDOO\JRRG¶´429. Artists, whatever their medium, might 
have good reason to disrupt, challenge and threaten the integrity of their gestalts 
and the ease with which such forms can be perceived. Indeed, some of the 
JUHDWHVWDUWLVWLFHIIHFWVPLJKWUHVXOWIURPHQFRXUDJLQJWKHIRUPWR³WUHPEOHRQWKH
EULQNRIFKDRV´430,WLVSHUKDSVWRDYRLGWKHLPSOLHGYDOXHMXGJPHQWRIµJRRG¶WKDW
                                                          
423 Ibid., 50. 
424 Leonard B. Meyer, Emotion and Meaning in Music (University of Chicago Press, 1961). 
425 Rudolf Arnheim, Art and Visual Perception: A Psychology of the Creative Eye (Berkeley: University of 
California Press, 1954). 
426 Johnson, The Body in the Mind, 4. 
427 Ibid., 41 W64. 
428 Meyer, Emotion and Meaning in Music, 87. 
429 Tsur, Poetic Rhythm, 50. 
430 Meyer, Emotion and Meaning in Music, 161. 
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7VXUHPSOR\VµVLPSOLFLW\¶DVDFDWFKDOOWHUPXQGHUO\LQJTXDOLWLHVVXFKDV
³V\PPHtry, similarity, regularity, balance, clear-cut contrast, distinct outlines, 
HWF´431: 
 
In an absolute sense a thing is simple when it consists of a small number of 
structural features. In a relative sense, a thing has simplicity when it organises 
complex maWHULDOZLWKWKHVPDOOHVWSRVVLEOHQXPEHURIVWUXFWXUDOIHDWXUHV«%RWK
senses have their proper use in metrical analysis.432 
 
:KHQLWFRPHVWRDOLQHRIPHWULFDOYHUVHWKHµVLPSOHVW¶RUJDQLVDWLRQLQWKH
absolute sense) is the internal structure of the Neutral Line itself. In the Neutral 
Line of iambic pentameter, for example, the elements are organised into an 
ordered hierarchy (line, foot, position) of clear-cut, regular subunits, with the five 
feet being the smallest number of features into which the line can be divided 
without creating irregularity in the size or shape of subunits433. It follows that the 
surest way of maintaining the gestalt of the verse line in performance is to impose 
WKH1HXWUDO/LQHVWUXFWXUHRQWRWKHWH[WZKROHVDOHµUHJXODULVLQJ¶WKHVpeech 
stresses into two levels (weak and strong), articulating the feet as clear-cut, 
UHJXODUVXEXQLWVDQGSDXVLQJDWWKHHQGRIHDFKOLQHµHQG-VWRSSLQJ¶7RWDNHVXFK
an approach to the opening soliloquy of Richard III would result in a performance 
like this: 
 
                                                          
431 Tsur, Poetic Rhythm, 50. 
432 Ibid. 
433 The structural organisation of iambic pentameter is explored in detail below.  
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  now-IS  the-WIN  ter-OF  our-DIS  con-TENT |     
  made-GLOR  ious-SUMM  er-BY  this-SON  of-YORK | 
(Richard III, 1.1.1-2) 
 
Undoubtedly, such a performance maintains the perception of the line as unit but 
in so doing it violates the first principle of rhythmical performance: the Neutral and 
1DWXUDO/LQHSDWWHUQVPXVWERWKEHµDFFHVVLEOHWRDZDUHQHVV¶,QWKLVUHQGLWLRQWKH
Natural Line pattern is obliterated.  
 
There is, however, a less extreme version of this approach to performance which 
may well have a place in our Verse Psychology Game. George T. Wright suggests 
WKDWDVSHUIRUPHUVZHPXVWRIWHQµWLOW¶WKHSKUDVLQJRIWKHOLQHLQWKHGLUHFWLRQRIWKH
PHWUHDQGWKDW³LIZHIDLOWRGRVRWKHGLYHUJHQFHLVOLNHO\WREHVRH[WUHPHWKDWZH
hear a hoGJHSRGJH´4347KHFUHDWLRQRIDµKRGJHSRGJH¶EHLQJWKHGLVLQWHJUDWLRQRI
WKHJHVWDOW6XFKµWLOWLQJ¶PLJKWLQYROYHJLYLQJDOLWWOHH[WUDVSHHFKVWUHVVWRDµZHDN¶
V\OODEOHWKDWLVPDWFKHGZLWKDVWURQJPHWULFDOSRVLWLRQWKHUHE\µUHJXODULVLQJ¶WKH
internal sWUXFWXUHRIWKHJHVWDOW7KHWHQGHQF\WRµWLOW¶LVZKDW7VXUFDOOVD
³FRQYHUJHQWGHOLYHU\VW\OH´435, so-FDOOHGEHFDXVHWKHSHUIRUPHU¶VUHVSRQVHWR
instances of divergence is to minimise them as much as possible. This is opposed 
WRD³GLYHUJHQWGHOLYHU\VW\OH´436 in which instances of divergence are emphasised. 
Individual performers may tend towards one or other of these styles but, in 
                                                          
434 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDetrical Art, 11. 
435 Tsur, Poetic Rhythm, 414. 
436 Ibid. 
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practice, an accomplished performer will need to adapt to the particular conditions 
of particular lines. As we have observed in looking at lines from Richard III, too 
convergent a delivery style will destroy the Natural Line and so at least some 
degree of divergence will need to be incorporated into a rhythmical performance.     
 
In maintaining the gestalt of the verse line, performers might seek to achieve 
organisational simplicity in the relative rather than the absolute sense of the term. 
Given the complexity of verse lines as perceptual material, providing the gestalt 
ZLWKDUHODWLYHO\VLPSOHLQWHUQDOVWUXFWXUHPLJKWLQYROYHµLUUHJXODU¶VXEGLYLVLRQDQG
therefore, divergence from the structure provided by the Neutral Line. Such 
reorganisation is predicted by the principles of gestalt theory and Tsur offers the 
following explanation: 
 
If possible, the mind will tend to perpetuate an initial pattern. If, however, no such 
LQLWLDOSDWWHUQLVUHDGLO\SHUFHSWLEOHRUWKHµOLQJXLVWLFJLYHQV¶RIWKHOLQHUHVLVWWKH
LPSRVLWLRQRIWKHSDUWLFXODUSHUFHSWXDOSDWWHUQWKHUHDGHU¶VPLQGZLOOQRWµJLYHXS¶
DQGµUXOH¶WKHOLQHXQPHWULFDOLWZLOOrather be inclined to perform such groupings of 
stresses in which no one-to-one correspondence of stress and position is 
detectable.437 
 
2QHH[DPSOHRIVXFKDµJURXSLQJRIVWUHVVHV¶LVZKDW7VXUFDOOVD³VWUHVVYDOOH\´438 
± what in more traditional terminology is described as a trochee-iamb combination: 
                                                          
437 Ibid., 52. 
438 Ibid., 11. 
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this means an instance in which the pattern of speech stress is STRONG-weak-
weak-67521*,Q-XOLHW¶VIDPRXVOLQH 
 
  Gallop apace you fiery-footed steeds  (Romeo and Juliet, 3.2.1) 
 
tKHµOLQJXLVWLFJLYHQV¶RIWKe first two words VHHPWRµUHVLVW¶WKHLPSRVLWLRQRIWKH
1HXWUDO/LQHSDWWHUQ³JD-LLOP a-3$&(´ZRXOGFUHDWHDVLPSOHFRQYHUJHQW
beginning to the line but would destroy the pattern of the Natural Line. According 
to the view given here, however, it is not enough in such circumstances to simply 
IROORZWKHµQDWXUDO¶SURVHGHOLYHU\RIWKHZRUGV7RGRVRZRXOGMHRSDUGLVHWKH
1HXWUDO/LQHSDWWHUQZKLFKPXVWUHPDLQµDFFHVVLEOHWRDZDUHQHVV¶DQGWKHJHVWDOW
RIWKHYHUVHOLQH7VXU¶VV\VWHPRIUK\WKPLFDOSHUIRUPance relies on the principle 
that, when the internal structure of the gestalt diverges from that of the Neutral 
/LQHUHODWLYHVLPSOLFLW\FDQEHDFKLHYHGLI³WKHUHVLVWDQWVKDSHLVLVRODWHGDVD
metrical figure [and is given] a sufficiently strong shape to stand out against the 
UK\WKPLFDOEDFNJURXQG´4397KLVZRXOGPHDQWKHVSHHFKVRXQGVRIWKHµVWUHVV
YDOOH\¶EHLQJHPSKDWLFDOO\JURXSHGWRJHWKHUDQGVHJUHJDWHGDVDGLYHUJHQWVXEXQLW
RIWKHJHVWDOW7KHFUHDWLRQRIWKHµILJXUH¶KLJKOLJKWVRUIRUHJURXQGVWKHGLvergence 
between the two patterns. Its strong shape and clear-cut articulation saves mental 
processing space and the emphatic grouping reduces the number of subunits 
within the gestalt, thereby producing relative simplicity. That is, the internal 
structure is made as simple as the complex material will allow. 
 
                                                          
439 Ibid., 51 W52. 
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7KHSHUIRUPDQFHRIDµVWUHVVYDOOH\¶LVRQHH[DPSOHRIDSHUIRUPHUSURYLGLQJ³D
SHUFHSWXDOVROXWLRQWRDSHUFHSWXDOSUREOHP´4406XFKµSUREOHP-VROYLQJ¶LVWKH
essence of rhythmical performance. Every instance of divergence between the 
Neutral Line and the Natural Line, however minor, presents the performer with 
VRPHVRUWRIµSHUFHSWXDOSUREOHP¶LQWKDWWKHWZRSDWWHUQVQHHGWREHµSUHVHQW¶
within a single performance. A rhythmical performance provides a perceptual 
solution through a series of more or less convergent and divergent performance 
choices, drawing the rhythm of the verse towards and away from the structure of 
the Neutral Line. The performance that emerges is neither of the two patterns, nor 
can it be described as the two patterns µJUDIWHGWRJHWKHU¶,WLVLWVRZQSDWWHUQ, born 
RIWKHSHUIRUPHU¶VHPERGLHGLQWHUDFWLRQVZLWKWKHWH[W7KHHPSKDWLFJURXSLQJDQG
DUWLFXODWLRQRIDILJXUHVXFKDVDµVWUHVVYDOOH\¶LVGHPDQGHGE\QHLWKHURIWKHWZR
patterns in isolation: the rhythm of the verse is created in the performance choices 
of the reader.  
 
:KDWWKHµUXOHV¶RIUK\WKPLFDOSHUIRUPDQFHUHTXLUHLVa perceptual solution, not the 
SHUFHSWXDOVROXWLRQ$SHUIRUPHU¶VSHUFHSWLRQRIDQ\JLYHQWH[WLVFRQVWrained by 
the processes of embodied cognition. Tsur therefore assumes that any rhythmical 
SHUIRUPDQFHLV³GHWHUPLQHGE\>WKHWH[W@ to a considerable extent [whilst also] 
OHDYLQJURRPIRUFRQVLGHUDEOHFUHDWLYLW\RQWKHSHUIRUPHU¶VSDUW´441. Whilst there 
might EHDQ\QXPEHURIµQRQ-UK\WKPLFDO¶ZD\VRISHUIRUPLQJDSDUWLFXODUYHUVH
construction, perceptual responses to the same construction could give rise to 
multiple performance patterns with equal validity as rhythmical performances.  
                                                          
440 Ibid., 8. 
441 Ibid. 
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This brings us back to the questions posed at the end of the previous section:    
 
- What effect, if any, does the relationship between these two patterns have 
on performance? 
And 
- To what extent, and in which ways, can the two patterns diverge before the 
YHUVHOLQHLVUXOHGµXQPHWULFDO¶" 
 
A rhythmical performance is an active, embodied response to the perceived 
relationship between the converging and diverging patterns of the Neutral Line and 
the Natural Line. A performance that fails to respond to this relationship is not a 
rhythmical performance at all. Verse rhythm is something that a performer does 
and it does not exist without the active engagement of such a performer. Rhythm 
LVQRWWKHUHIRUHVRPHWKLQJWKDWDYHUVHWH[WµKDV¶5DWKHUZHVKRXOGGLVFXVVD
verse text as having rhythmic potential or as presenting a certain set of rhythmical 
affordances7KHLGHDRIDQ³DIIRUGDQFH´442 stems from a theory of perception put 
forward by James J. Gibson and can be thought of as a perceivable opportunity for 
action or, more simply, as something you could do with something. The term 
continues to have currency in contemporary theories of enactive perception443, and 
has been influential in the field of product design444. A tennis ball affords actions 
such a throwing, rolling, bouncing and so on. The notion of perceptual affordances 
                                                          
442 James Jerome Gibson, The Ecological Approach to Visual Perception (Hillside, New Jersey: Lawrence 
Erlbaum Publishers, 1986), 127. 
443 Alva Noë, Action in Perception (Cambridge, Mass.: MIT Press, 2006), 21. 
444 Donald A. Norman, The Design of Everyday Things (New York: Basic Books, 2002), 9 W12. 
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suggests that it is in perceiving these opportunities for action that we perceive the 
ball as being a ball. As the philosopher and cognitive scientist Alva Noë puts it, 
³ZKHQZHSHUFHLYHZHSHUFHLYHLQDQLGLRPRISRVVLbilities for movement´445 (my 
italics). If we apply these principles to metrical verse, it is in perceiving the 
opportunities for rhythmical performance that we perceive the verse as being 
verse. Put another way, our perceptions of verse as verse depend on our ability to 
make it move. 
 
By examining verse construction in terms of its rhythmical affordances, I distance 
myself from approaches in which verse constructions are discussed in terms of 
their µPHDQLQJs¶ The notion of YHUVHFRQVWUXFWLRQVDVµVWDJHGLUHFWLRQV¶UHOLHVRQ
the implicit assumption that verse structure is a sign-system, communicating the 
intentions of the author to the actorµverse feature X means make performance 
FKRLFH<¶,IYHUVHFRQVWUXFWLRQSUHVHQWVSHUFHSWXDODIIRUGDQFHVWKHQWKHUHLV no 
need to regard it as a sign-system at all. The relationship between the signifier and 
the signified may be arbitrary; the relationship between the perceptual object and 
the affordance is not. That a certain rhythmical performance is an affordance of a 
particular verse construction is no more a matter of arbitrary convention than the 
fact that hammering is an affordance of a hammer. So, whilst it is plausible that an 
author might intend to create a verse line that presents certain affordances, there 
is nRQHHGWRµNQRZ¶RUDSSHDOWRWKHLQWHQWLRQVRIWKHDXWKRULQRUGHUWRDVVHVVWKH
affordances of a verse line.  
 
                                                          
445 Noë, Action in Perception, 105. 
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,QDQVZHUWRWKHVHFRQGTXHVWLRQ7VXU¶VWKHRU\RIUK\WKPLFDOSHUIRUPDQFHUHVWV
RQWKHQRWLRQWKDW³WKHXWPRVWOLPLWRIUK\WKPLFDOLW\LVWKHUHDGHU¶VDELOLW\RU
ZLOOLQJQHVVWRSHUIRUPWKHYHUVHOLQHUK\WKPLFDOO\´446. Tsur describes this 
FRPELQDWLRQRIµDELOLW\¶DQGµZLOOLQJQHVV¶ DVWKH³UK\WKPLFFRPSHWHQFH´447 of the 
reader. It LQYROYHV³WKUHHNLQGVRIFRPSHWHQFHVHDFKODWHURQHUHO\LQJRQWKH
preceding one: the competence to identify the conflicts between stress pattern and 
metre; the competence to find a solution to the conflict, and the proper command 
RIYRLFHWRFDUU\RXWWKHVROXWLRQ´448. It is the notion of rhythmic competence that 
allows Tsur to GHFODUHWKDW³WKH3HUFHSWLRQ-Oriented Theory of Metre is a minor 
Copernican revolution, shifting the centre of the prosodic universe from the 
µPHWULFDOQHVV¶RIWKHYHUVHOLQHWRWKHUHDGHU¶VDELOLW\RUZLOOLQJQHVVWRSHUIRUPWKH
OLQHUK\WKPLFDOO\´449. This assertion is a challenge to the core principles of 
generative metrics.  
 
Generative metrics takes its inspiration from theories of generative grammar and 
linguistics established by Noam Chomsky450. The basic premise is that all metrical 
versification is governed by a strict system of linguistic rules ± a kind of metric 
grammar. The task of the metrical theorist is to discover these rules and to 
articulate them as a complete set of generative formulae, thus accounting for 
HYHU\µPHWULFDO¶YHUVHOLQHHYHUZULWWHQHYHU\µPHWULFDO¶YHUVHOLQHWKDWHYHUFRXld 
be written, and labelling µXQPHWULFDO¶FRQVWUXFWLRQVZKLFKGRQRWadhere to the 
JHQHUDWLYHUXOHVRIWKHV\VWHP$V7VXUSXWVLW³7KH\HDUQHVWO\EHOLHYHWKDWLWLV
                                                          
446 Tsur, Poetic Rhythm, 7. 
447 Ibid. 
448 Ibid., 12. 
449 Ibid., 23. 
450 Noam Chomsky, Syntactic Structures (New York: Mouton, 1957). 
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possible and desirable to devise such a set of rules, and it is only a matter of time 
DQGWKHUHVHDUFKHUV¶LQJHQXLW\XQWLOWKLVVHWRIUXOHVZLOOEHGLVFRYHUHG,WH[LVWVLW
OLHVWKHUHXQGLVFRYHUHGZDLWLQJIRULWV&ROXPEXV´451 Since the first theory of 
generative metrics was put forward by Halle and Keyser, this approach has proved 
widely influential, spawning numerous alternative theories and systems of rules. 
Some of the most celebrated early examples are those of Paul Kiparsky452 and of 
Karl Magnuson and Frank Ryder453. Contemporary exponents include Nigel Fabb454 
(sometimes with Morris Halle455) and Kristin Hanson456, and Peter Groves carries 
PDQ\RIWKHNH\SULQFLSOHVRIJHQHUDWLYHPHWULFVWKURXJKLQWRKLVRZQµSRVW-
JHQHUDWLYH¶DQDO\VLVRIPHWULFDOIRUP457.  
 
For Tsur, the main problems with theories of generative metrics are, firstly, that 
they have tended to ignore the role that performance has to play in the creation 
and appreciation of metre and verse rhythm and, secondly, that the rules they 
GHYLVHVHHPWRGHQRXQFHDVµXQPHWULFDO¶YHUVHFRQVWUXFWLRQVWhat have been used 
µVXFFHVVIXOO\¶E\JUHDWSRHWV. $QH[DPSOHRIVXFKDUXOHLV+DOOHDQG.H\VHU¶V
DVVHUWLRQWKDW³VWUHVVPD[LPDPD\not FRUUHVSRQGWR:SRVLWLRQV´458. A stress 
maximum is a stressed syllable positioned between two unstressed syllables. In 
                                                          
451 Tsur, Poetic Rhythm, 19. 
452 WĂƵů<ŝƉĂƌƐŬǇ ? ‘DĞƚƌŝĐĂů^ƚƌƵĐƚƵƌĞƐƐŝŐŶŵĞŶƚ/ƐǇĐůŝĐ ? ?Linguistic Inquiry 10, no. 3 (1979): 421 W41. 
453 <ĂƌůDĂŐŶƵƐŽŶĂŶĚ&ƌĂŶŬ' ?ZǇĚĞƌ ? ‘^ĞĐŽŶĚdŚŽƵŐŚƚƐŽŶŶŐůŝƐŚWƌŽƐŽĚǇ ? ?College English 33, no. 2 
(1971): 198 W216. 
454 Nigel Fabb, Language and Literary Structure: The Linguistic Analysis of Form in Verse and Narrative 
(Cambridge University Press, 2002). 
455 Nigel Fabb and Morris Halle, Meter in Poetry: A New Theory, (Cambridge University Press, 2008). 
456 <ƌŝƐƚŝŶ,ĂŶƐŽŶ ? ‘Generative Metrics: The State of the Art ? in Christoph Küper, ed., Current Trends in 
Metrical Analysis, (Berlin: Peter Lang, 2011), 45 W62. 
457 Groves, Strange Music. 
458 Halle and Keyser, English Stress, 169. 
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Poetic Rhythm459, Tsur sets about GLVSURYLQJ+DOOHDQG.H\VHU¶VFODLPOne of 
7VXU¶VH[DPSOHVRI a construction that breaks their generative µUXOH¶LV0LOWRQ¶V 
 
 
  w----S  w---S    w²S   w---S    w---S  (Neutral Line) 
 Burnt after them to the bottomless pit  (Paradise Lost, Book VI, Line 866)460 
 
7KHILUVWV\OODEOHRI³ERWWRPOHVV´LVDVWUHVVPD[LPXPRFFXS\LQJWKHWKµZHDN¶
metrical position. Tsur provides over fifty other examples of such constructions 
including lines by Shakespeare, Keats, Donne and Shelley461, and argues that, 
along with the fact that notable poets seem to have ignored the generative rule, 
any reader with an appropriate level of rhythmic competence can find a suitable 
perceptual solution to the perceptual problem presented by the line. Tsur suggests 
WKDWUHDGHUVPLJKWWUHDWWKHµLUUHJXODU¶SRUWLRQRIWKHFRQVWUXFWLRQDVDUK\WKPLFDO
ILJXUHPDNLQJDµVWUHVVYDOOH\¶RIWKHV\OODEOHVRFFXS\LQJWKHWKWRWKHWK
metrical positions. He then demonstrates, using recordings by performers such as 
John Gielgud and members of the Marlowe Society462, that, when faced with such 
perceptual problems, competent readers employ just the sort of rhythmical devices 
SUHGLFWHGE\KLVPRGHO:KDW+DOOHDQG.H\VHU¶VµUXOH¶VHHPVWRLGHQWLI\LVWKHIDFW
WKDWDµVWUHVV PD[LPXPLQDZHDNSRVLWLRQ¶LVunusual, QRWµXQPHWULFDO¶ 
 
                                                          
459 Tsur, Poetic Rhythm, 189 W216. 
460 John Milton, Paradise Lost, ed. John Leonard (London: Penguin Classics, 2003). 
461 Ibid., 449 W52. 
462 Ibid., 213. 
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One of the main attractions of generative metrics, however, is that it introduces to 
PHWULFDODQDO\VLVDGHJUHHRIULJRXUDQGµREMHFWLYLW\¶which is perceived as lacking 
in traditional approaches. 1HYHUWKHOHVVµKXPDQLVW¶DSSURDFKHV± systems that talk 
RIµVXEVWLWXWLRQV¶RILDPEVWURFKHHVGDFW\OVHWF± continue to be popular. The 
usual explanation RIIHUHGLVWKDW³IRUDOOLWVUHDODQGVLJQLILFDQWOLPLWDWLRQV«LWLVWKH
nearest thing there is to DFRPPRQODQJXDJHIRUPHWULFDODQDO\VLV´463. The 
FRXQWHUDUJXPHQWLVWKDWGHVSLWHLWVFRPPRQFXUUHQF\³WKHSUREOHPZLWK
WUDGLWLRQDOPHWULFVLVWKDWLQVKRUWLWGRHVQ¶WPDNHVHQVH´464. In discussing one foot 
EHLQJµVXEVWLWXWHG¶IRUDQRWKHULQDOLQHRIYHUVe, the humanist scholar assumes 
WKDWFHUWDLQW\SHVRIIHHWDUHµHTXLYDOHQW¶WRRQHDQRWKHUEXWZLWKRXWDQ\V\VWHPIRU
GLVFHUQLQJZKLFKNLQGVRIIHHWDUHµHTXLYDOHQW¶RUZK\465. Moreover, such a 
discussion fails to maintain a distinction between what I have called the Neutral 
Line and the Natural Line. Metre is treated as though made up of syllables and 
language as thoXJKLWFRQVLVWHGRIµIHHW¶ 
 
In response to the ³YDJXHQHVVDQGVXEMHFWLYLW\´466 that Groves perceives in 
traditional metrics, generativists have tried to transform metrical analysis from an 
µDUW¶LQWRDµVFLHQFH¶± an objective with which a cognitivist such as Tsur might have 
sympathy. Indeed, he admires a great deal about generative metrics, but, in 
GLVSURYLQJWKHµVWUHVVPD[LPXPUXOH¶7VXUVHHNs not only to discredit that 
particular formulation, but also to demonstrate that the generativist notion of what 
PDNHVPHWUHµPHWULFDO¶LVEDVHGRQDIDOVHSUHPLVH,IWKHFHQWUHRIWKHµSURVRGLF
XQLYHUVH¶LVWKHUK\WKPLFFRPSHWHQFHRIWKHUHDGHUSHUIRUPHr, then no rules of 
                                                          
463 ,ƵƌůĞǇĂŶĚK ?EĞŝůů ?Poetic Form, 26. 
464 Groves, Strange Music, 32. 
465 Ibid., 24. 
466 Ibid., 27. 
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linguistic analysLVRUµPHWULFJUDPPDU¶FDQbe used to declare a verse line 
µXQPHWULFDO¶in principle. When we call a liQHµXQPHWULFDO¶DOOZHFDQmean is that: 
 
a. It is beyond the rhythmic competence of this reader/performer to produce a 
rhythmical performance of this particular construction. 
b. It is beyond the utmost limits of embodied human cognition to produce a 
rhythmical performance of this particular construction. 
c. This particular construction is being considered within a particular cultural 
framework (e.g. within the context of works attributed to a particular author, 
DUWLVWLFPRYHPHQWRUSHULRG:KHQZHVD\µXQPHWULFDO¶ZHGRQRWPHDQ
WKDWWKHOLQHLVµXQPHWULFDOLQSULQFLSOH¶EXWUDWKHUWKDWVXFKDFRQVWUXFWLRQ
VHHPVWRµJRDJDLQVW WKHJUDLQ¶RISUHYDLOLQJWUHQGV, conventions and 
µWDVWHV¶. 
 
Claims of all three kinds can be both valid and valuable, but if there is to be a 
coherent discussion of what metre and verse rhythm are and how they actually 
work, it is essential that the limitations of such claims be DFNQRZOHGJHG7VXU¶V
perception-oriented theory of metre, then, restricts what we can say about metre 
and rhythmicality without reference to the reader/performer. At the same time, it 
sheds new light on what we can say about metre and rhythmicality with reference 
to the reader/performer. We can say that a particular reading or performance is 
µUK\WKPLFDO¶RUµXQUK\WKPLFDO¶:KDWZHPHDQE\µXQUK\WKPLFDO¶LVWKDWWKHUHDGLQJ
or performance fails to adhere to the constitutive rules of rhythmical performance. 
On that basis, we can also say that rhythmical performance is a game.  
 
152 
 
Verse Play 
 
The prelusory goal RIUK\WKPLFDOSHUIRUPDQFHLVµWRVD\WKHZRUGVRIDSDUWLFXODU
WH[WRXWORXG¶7KLVUDWKHUPXQGDQHREMHFWLYHLVWUDQVIRUPHGLQWRD game with the 
introduction of constitutive rules: the performance must maintain the perceptual 
gestalt of the verse line and allow both the Neutral Line and Natural Line patterns 
WREHµVLPXOWDQHRXVO\DFFHVVLEOHWRDZDUHQHVV¶7KHVHUXOHVDUHDFFHSWHGµMXst 
EHFDXVH¶WKH\PDNHWKHDFWLYLW\RIUK\WKPLFDOSHUIRUPDQFHSRVVLEOH$µVXFFHVVIXO¶
rhythmical performance depends on the rhythmic competence of the performer, 
ZKLFKLVGHVFULEHGDVKLVRUKHUµZLOOLQJQHVV¶DQGµDELOLW\¶WRSHUIRUPWKHOLQH
rhythmically. Within the game-VWUXFWXUHWKHSOD\HU¶VµZLOOLQJQHVV¶WRSOD\WKHJDPH
is the adoption of a lusory attitude DQGWKHSOD\HU¶VµDELOLW\¶WRSOD\WKHJDPHLV
ZKDW,KDYHGHVFULEHGDVWKHSOD\HU¶Vlusory capacity.  
 
The constitutive rules of rhythmical performance allow the player to operate 
successfully within, and to exploit, the natural laws of embodied human cognition; 
just as the constitutive rules of golf allow the player to operate successfully within, 
and to exploit, the natural laws of physics. In addition to the constitutive rules of 
the game and the natural laws within which the game must operate, we may 
encounter and devise rules of skillXVHIXOµKLQWVDQGWLSV¶DERXWpossible ways in 
which a text might be approached and in which particular verse constructions 
might be turned into rhythmical performances. Such rules of skill are non-
FRPSXOVRU\DQGFDQKDYHQRFODLPWRµDEVROXWHWUXWK¶7KHUHPD\EHPXOWLSOHZD\V
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of achieving the same successful performance and the same verse construction 
might afford multiple performances with equal claims to being successful467.  
 
This understanding allows us to re-FDWHJRULVHPDQ\RIWKHµSUHVFULSWLRQV¶DQG
µDXWKRULWDWLYHUHDGLQJV¶RIIHUHGE\WKHDWUHSUDFWLWLRQHUVHGLWRUVDQd literary critics 
as describing rules of skill. By understanding their readings in this way, we are 
able to benefit from and make use of the insights and recommendations offered by 
such commentators, without taking any particular interpretation or reading to be 
µFRUUHFW¶RUSODFLQJ unnecessary restrictions on the creative freedom of the actor 
and the playwright.   
 
Establishing the game-structure of rhythmical performance also allows it to be 
µQHVWHG¶ZLWKLQWKHODUJHr game of Verse Psychology: we can refer to a particular 
performance choice made by an actor as fulfilling (or not) the constitutive rule of 
perceivability. In order for a performance choice to be perceivable, it must adhere 
to the constitutive rules of rhythmical performance. Put otherwise, it must be 
possible to demonstrate that the rhythm ascribed to the line is an affordance of the 
verse construction in question. Thus we may say that, for a player of the Verse 
Psychology Game, a successful performance choice must fulfil the criteria of being 
plausible, perceivable and playable.  
 
In order to demonstrate what the rule of perceivability might mean in practice, and 
how it might fit with other aspects of the acting and writing process, we must be 
                                                          
467 tŝƚŚŝŶƚŚŝƐĐŽŶƚĞǆƚ ?Ă ‘ƐƵĐĐĞƐƐĨƵů ?ƉĞƌĨŽƌŵĂŶĐĞĐŚŽŝĐĞŝƐ one that achieves the prelusory goal of the 
game without breaking its constitutive rules. 
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able to provide an account of the experiential nature of rhythmical performance. To 
talk about the limited channel capacity of the working memory and the need to 
maintain perceptual gestalts does not tell us what it is like to give a rhythmical 
performance or what it is like to fail. Just as importantly, it does not yet provide a 
clear, coherent link between giving a rhythmical performance and playing a 
dramatic action.   
 
3.3 Movements of the Psyche 
 
2QHPLJKWEHWHPSWHGWRJURXS7VXU¶VWKHRU\RIUK\WKPLFDOSHUIRUPDQFHZLWK
QRWLRQVRIPHWULFDOµFRXQWHUSRLQWLQJ¶&RXQWHUSRLQWLVDPXVLFDOWHUPUHIHrring to the 
perceived relationship and combined effect of harmonic yet independent musical 
lines and was coined as a term for describing verse rhythm by Gerard Manley 
Hopkins468. At first blush, one might think such a description could sit nicely within 
TsuU¶VGLVFXVVLRQRIUK\WKPLFDOSHUIRUPDQFH,DUJXHWKDWWKHWHUPFRXQWHUSRLQWLV
on closer analysis, unhelpful and misleading. What it suggests is that we hear two 
patterns being performed at the same time but remaining in some way 
independent of one another. When it comes to musical counterpoint, we could, in 
WKHRU\µPXWH¶RQHRIWKHWZRPXVLFDOOLQHVLQDSHUIRUPDQFHDQGFRQWLQXHWRKHDU
the other. This is not true of the vocal delivery of a verse line, at least not in any 
literal sense.  
 
The notion of hearing two patterns is an attempt to find a conceptual metaphor to 
describe the poorly-delineated conceptual domain of experienced verse rhythm in 
                                                          
468 Gerard Manley Hopkins,  ‘'ŽĚ ?Ɛ'ƌĂŶĚĞƵƌ ?ĂŶĚKƚŚĞƌWŽĞŵƐ (New York: Dover Publications, 1995), viii. 
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which two patterns are perceived DVEHLQJµVLPXOWDQHRXVO\DFFHVVLEOHWR
DZDUHQHVV¶µ&RXQWHUSRLQWHUV¶WKHUHIRUHWDONRIKHDULQJDQ³LQQHUPHWURQRPH´469 or 
D³VWUHVV-FORFNWLFNLQJDZD\LDPELFDOO\LQWKHPLQGVRIVHQVLWLYHUHDGHUV´470 ± 
notions gently mocked by Peter Groves471. Tsur does not use the term 
µFRXQWHUSRLQW¶KLPVHOIEXWKHGRHVKDYHUHFRXUVHWRVLPLODULGHDV: when there is 
strong divergence from the Neutral Line pattern, for example, Tsur suggests that, 
³WKHUHDGHUPD\echo, so to speak, in his short-term memory, the regularly 
DOWHUQDWLQJXQGHUO\LQJEHDWV´472 (original emphasis7KHµVRWRVSHDN¶LVSHUKDSV
the most telling part of the phrase and might be taken as an acknowledgement of 
the fact that the description does not match the embodied experience fully. Derek 
$WWULGJHKDVFRQIHVVHGKLV³LQDELOLW\WRDFKLHYHWKLVIHDWRIGRXEOHKHDULQJ´473 and 
George T. WriJKWLQGLVPLVVLQJWKHSRVVLELOLW\RIµFRXQWHUSRLQW¶VFRIIVDWWKHQRWLRQ
³WKDWWKHVHWZRIRUFHVWKHUK\WKPDQGWKHPHWHUUHPDLQTXLWHVHSDUDWHDQGWKDW
ZKDWZHHQMR\LVWKHDEVWUDFWGLIIHUHQFHEHWZHHQWKHP´474+HLQVLVWVWKDW³LQIDFW
we hear, not two lines, but one ± RQHDFWXDOUK\WKPLFOLQH´475. Even so, the difficulty 
of finding an appropriate description for or conceptualisation of metrical experience 
LVKLJKOLJKWHGE\WKHIDFWWKDWIROORZLQJKLVVWHUQUHEXWWDORIWKHµFRXQWHUSRLQWLQJ¶
argument, he dHFODUHVWKDW³WKHEHOLHIRQZKLFKWKLVERRNUHVWVLVWKDWWKHUHDUH
always at least two structural orders simultaneously audible in iambic pentameter 
± WKHPHWULFDODQGWKHSKUDVDO´4760\RZQSRVLWLRQLVWKDWWKHµFRXQWHUSRLQW¶
metaphor does not capture the embodied experience of the ways in which the 
                                                          
469 Clive Staples Lewis, Selected Literary Essays (Cambridge University Press, 1979), 283. 
470 Edmund L. Epstein and Terence Hawkes, Linguistics and English Prosody (Department of Anthropology 
and Linguistics, University of Buffalo, 1959), 47. 
471 Groves, Strange Music, 37. 
472 Tsur, Poetic Rhythm, 9. 
473 Attridge, Moving Words, 10. 
474 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 11. 
475 Ibid. 
476 Ibid., 12. 
156 
 
1HXWUDODQG1DWXUDO/LQHSDWWHUQVDUHPDGHµVLPXOWDQHRXVO\DFFHVVLEOHWR
DZDUHQHVV¶QRUGRMXVWLFHWRWKHIDFWWKDWDUK\WKPLFDOSHUIRUPDQFHLVDSDWWHUQLQ
its own right, born of the interaction of two patterns but not reducible to them. 
 
$QDOWHUQDWLYHWRWKHQRWLRQRIµKHDULQJ¶WZRSDWWHUQVLVWRGLVFXVVWKHH[SHULHQFHRI
YHUVHUK\WKPLQWHUPVRIµH[SHFWDWLRQV¶WKDWDUHIXOILOOHGRUIUXVWUDWHG7VXUMRLQVLQ
ZLWKWKLVFRQFHSWLRQGHVFULELQJDUHDGHU¶VNQRZOHdge of the Neutral Line pattern 
DVD³PHWULFDOVHW´477 ± DWHUPW\SLFDOO\XQGHUVWRRGDV³DµVHW¶RIH[SHFWDWLRQV
FRQILUPHGRUGHQLHG´478 ± DQGDVD³SHUFHSWXDOK\SRWKHVLV´:ULJKWWRRWHOOVXVWKDW
³YDULDQWOLQHVGHSDUWQRWIURPDIRUPZHKHDUEXWIURPDIRUPwe expect WRKHDU´479 
(original emphasis7KHUHLVQRGRXEWSDUWLFXODUO\JLYHQ7VXU¶VDFFRXQWRIWKH
cognitive principles underpinning verse rhythm, that the experiences of reading, 
speaking and hearing metrical verse involve complex processes of memory and 
expectation. However, I find it difficult to accept that a description framed in terms 
RIµH[SHFWDWLRQVFRQILUPHGRUGHQLHG¶FDQEHXVHGWRFDSWXUHWKHHPERGLHG
experiences of rhythmical performance. 
 
)LUVWO\WKHQRWLRQRIµH[SHFWDWLRQV¶OHDGVXVRQFHPore into a realm of 
µGLVHPERGLHG¶PHQWDODFWLYLW\7KH1HXWUDO/LQHSDWWHUQLVFDVWDVDQµDEVWUDFW¶
PHWULFDO³JULG´480 ± RUDP\VWHULRXVPHWULFDOµLGHD¶IORDWLQJDURXQGLQDZRUOGRI
disembodied Platonic forms481 ± against which the actual experience of the line 
can be measured as an always-LQIHULRUµUHDOLVDWLRQ¶,QWKLVFRQFHSWLRQWKH1HXWUDO
                                                          
477 Tsur, Poetic Rhythm, 49. 
478 Easthope, Poetry as Discourse, 59. 
479 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 11. 
480 Fabb, Language and Literary Structure, 33. 
481 Groves, Strange Music, 35. 
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/LQHLVHQWLUHO\SDVVLYHVLWWLQJTXLHWO\DQGDEVWUDFWO\DWWKHEDFNRIWKHUHDGHU¶V
PLQGZDWFKLQJWKHZRUGVJRE\6HFRQGO\WKLVQRWLRQRIµWKZDUWHGH[SHFWDWLRQV¶
as the source of metrical experience seems to suggest that the main weapon in 
YHUVHUK\WKP¶VDUVHQDOLVWKHHOHPHQWRIVXUSULVH$GLYHUJHQFHEHWZHHQWKH
Neutral Line and Natural Line patterns may well thwart our expectations of how the 
verse line should unIROGDQGOLVWHQLQJWRYHUVHEHLQJSHUIRUPHGWKHµVXUSULVH¶RI
the divergence may well be a major source of rhythmical excitement. However, 
IURPDSHUIRUPHU¶VSHUVSHFWLYH, thwarted expectations might be a reason for failing 
to give a rhythmical performance at the first attempt. Divergent patterns might take 
several rehearsals to transform into a successful performance choice. In such 
cases, it is precisely once the divergence has been assimilated into our 
expectations that the rhythmical performance is achieved. Moreover, the 
rhythmical experience is not necessarily diminished by repetition, which the notion 
of thwarted expectations seems to suggest it should be. 
 
A third understanding ± almost ubiquitous but rarely, it seems, applied 
systematically ± is that the relationship between the Neutral and Natural Line 
patterns is experienced in terms of physical movement. Tsur dips into this 
conceptual metaphor, declaring that, if a reader succeeds in a rhythmical 
SHUIRUPDQFH³LQFUHDVHGWHQVLRQLVSHUFHLYHGLIQot ± the verse line disintegrates 
DQGWHQVLRQFHDVHV´482$WWULGJHWRRHPSKDVLVHVWKH³SK\VLFDOQDWXUHRIUK\WKP´LQ
poetry; Groves describes the experiences of performing certain verse 
FRQVWUXFWLRQVLQWHUPVRI³MROWV´483 DQG³GUDJV´484; Wright insists that in order to 
                                                          
482 Tsur, Poetic Rhythm, 12. 
483 Groves, Rhythm and Meaning in Shakespeare, 84. 
484 Ibid., 99. 
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DSSUHFLDWHWKHLQWHUSOD\RIWZRSDWWHUQVZH³PXVWIHHOWKHWHQVLRQLQWKHLU
GLYHUJHQFH´485$OOWDONRIµWHQVLRQ¶LQPHWULFDOYHUVHDOOUHIHUHQFHVWR³PHQWDO
WXJJLQJ´486 DQGWRWKHLQWHUDFWLRQRI³WZRIRUFHV´487, are based on our understanding 
and e[SHULHQFHRIWKHSULPDU\FRQFHSWXDOPHWDSKRUµUK\WKPLVPRYHPHQW¶0\
contention is that the systematic application of this metaphorical concept to the 
FUHDWLRQDQGLQWHUSUHWDWLRQRIPHWULFDOYHUVHXVLQJ/DEDQ¶VV\VWHPDWLFODQJXDJHRI
Motion Factors and Working Actions) will produce precisely the kinds of rhythmical 
SHUIRUPDQFHVDQWLFLSDWHGE\7VXU¶VFRJQLWLYHPRGHODQGDOLJQWKRVHSHUIRUPDQFHV
with the notion of dramatic hyperactivity. 
 
$FFRUGLQJWRWKHFRQVWLWXWLYHUXOHVRIUK\WKPLFDOSHUIRUPDQFHDµVXFFHVVIXO¶
reading of a line involves both the Neutral Line and Natural Line patterns being 
µVLPXOWDQHRXVO\DFFHVVLEOHWRDZDUHQHVV¶:KHQWKLVVWLSXODWLRQLVIUDPHGLQWHUPV
of hearing WZRSDWWHUQVµJRLQJRQDWWKHVDPHWLPH¶LWEHFRPHVGLIILFXOWWRVTXDUH 
this conception with the experiences of readers. When the issue is reframed in 
terms of sensations of movement these difficulties disappear. The very notion of 
µWHQVLRQ¶SUHVXSSRVHVWKDWWZRRUPRUHSK\VLFDOIRUFHVDUHµVLPXOWDQHRXVO\
accessible to awarHQHVV¶0RUHRYHUWKHUHLVQRFRQWUDGLFWLRQLQVXJJHVWLQJWKDW
ERWKIRUFHVDUHH[SHULHQFHGRUµIHOW¶ZLWKLQDsingle movement. If we conceptualise 
WKHWZRSDWWHUQVDVSK\VLFDOIRUFHVRUµHQHUJLHV¶WKHQLQexperiencing the tension 
between them, we ensure WKDWERWKIRUFHVDUHE\GHILQLWLRQµVLPXOWDQHRXVO\
DFFHVVLEOHWRDZDUHQHVV¶ 
 
                                                          
485 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 16. 
486 Groves, Strange Music, 37. 
487 Easthope, Poetry as Discourse, 61. 
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The second constitutive rule of rhythmical performance is that the perceptual 
gestalt of the verse line must be maintained. Once we begin to think in terms of 
physical movement, these two rules amount to one and the same thing: the 
µVKDSH¶µIRUFH¶RUµPRYHPHQWSDWWHUQ¶RIWKH1DWXUDO/LQHPXVWUHPDLQLQµWHQVLRQ¶
ZLWKWKHµVKDSH¶µIRUFH¶RUµPRYHPHQWSDWWHUQ¶RIWKH1HXWUDO/LQH,QPDLQWDLQLQJ
and managing this tension, the performer creates a third pattern of movement: the 
UK\WKPLFDOSHUIRUPDQFH7KHVLPSOHµQHXWUDO¶LQWHUQDOVWUXFWXUHRIWKHYHUVHOLQH
JHVWDOWLVWKH1HXWUDO/LQHSDWWHUQLWVHOI7KHJHVWDOWQRWLRQRI³SHUFHSWXDOIRUFHV´488 
(already invoking a physical metaphor) suggests that this pattern will be 
H[SHULHQFHGDVµUHVLVWLQJ¶GLYLVLRQDQGGHYLDWLRQIURPWKHLQWHUQDOVWUXFWXUH7KH
gestalt is perceived as a unified perceptual object. However, as the internal 
structure of the performed gestalt has a temporal dimension, it must also be 
SHUFHLYHGDVDVHTXHQFHRIHYHQWVVXEXQLWVµPRYLQJ¶WKURXJKWLPH,WLVHTXDOO\
valid, therefore, to conceptualise the gestalt as having a spatial dimension: a 
µVWUHDPRIHQHUJ\¶RUµIRUFH¶IORZLQJIURP3RLQW$WKHEHJLQQLQJRIthe verse line) 
to Point B (the end of the verse line). The Natural Line pattern can be 
FRQFHSWXDOLVHGDVDµIRUFH¶LQLWVRZQULJKW/HIWWRLWVRZQGHYLFHVLWZRXOGIROORZ
its own course from Point X to Point Y (which may or may not coincide with the 
NeuWUDO/LQH¶V3RLQWV$DQG%,QDUK\WKPLFDOSHUIRUPDQFHERWKIRUFHVDUH
experienced as operating on and within the vocalisation (or, in the case of a silent 
UHDGLQJRQDQGZLWKLQWKHµLPDJLQHGYRFDOLVDWLRQ¶RIWKHSHUIRUPHU7KHUHVXOWDQW
pattern of movement is experienced in both the rhythmical flow of speech sounds 
WKHµDFWLRQ¶DQGLQWKHSV\FKRSK\VLFDOHQHUJ\H[SHQGHGLQFUHDWLQJWKDW
UK\WKPLFDOIORZRIVSHHFKVRXQGVWKHµHIIRUW¶ 
                                                          
488 Tsur, Poetic Rhythm, 13. 
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The easiest way for the performer to maintain the gestalt of the verse line is to 
FRQFHSWXDOLVHWKH1DWXUDO/LQHDVµ\LHOGLQJ¶WRWKH1HXWUDO/LQHDVPXFKDV
SRVVLEOHWKDWLVWRDGRSWDµFRQYHUJHQWGHOLYHU\VW\OH¶7KLVPHDQVDOORZLQJWKH
Neutral Line to shape the Natural Line into its own image. The more convergent 
the two patterns are, the easier it will be to adopt this style, although, given that 
FRPSOHWHFRQYHUJHQFHLVDQLPSRVVLELOLW\WKLVSURFHVVRIVKDSLQJRUµWLOWLQJ¶ZLOOVWLOO
generate a certain level of tension. The more the Natural Line diverges from and 
µFRQWHQGVZLWK¶WKH1HXWUDO3DWWHUQWKHJUHDWHUWKHQHHGIRUWKHSHUIRUPHUWRILQG
ways of managing the tension. If the patterns become too divergent then the 
WHQVLRQPD\µVQDS¶DQGLILWLVQRWUH-established, then the gestalt of the verse line 
will be lost.  
 
8QGHUFHUWDLQFLUFXPVWDQFHVKRZHYHUDPRPHQWDU\µVQDS¶IROORZHGE\VZLIW
µUHHQJDJHPHQW¶PD\EHDJRRGZD\RIPDQDJLQJWKHWHQVLRQ7KLQNRIWKHDFWLRQ
RIDZHLJKWOLIWHUSHUIRUPLQJDµFOHDQDQGMHUN¶WKHEDUEHOOLVOLIWHGWRVKRXOGHUKHLJKW
and then, rather than pressing the weight upwards as one sustained movement, 
WKHZHLJKWOLIWHUµMHUNV¶WKHEDUEHOOXSZDUGVDQGXVHVWKHPRPHQWRIUHOHDVHWROHDS
into position, ready to reengage with the weight of the barbell with arms stretched 
overhead. The moments at which the weight is propelled upwards and reengaged 
ZLWKDUHERWKVWURQJO\µDUWLFXODWHG¶FUHDWLQJDFOHDUO\GHILQHGµVXEXQLW¶ZLWKLQWKH
larger movement sequence of raising the barbell from the floor to an overhead 
position. That is to say, such a movement operates in an equivalent way to what 
7VXUGHVFULEHVDVDµUK\WKPLFDOILJXUH¶DQGWKHUHDVRQVIRUUHVRUWLQJWRVXFKD
divergent technique can be conceptualised in the same terms. Such a figure 
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operates as an irregular subunit within the gestalt of the verse line and can be 
HPSOR\HGWRDFKLHYHUHODWLYHVLPSOLFLW\ZKHQWKHµOLQJXLVWLFJLYHQV¶RIWKH1DWXUDO
Line refuse to give way to the internal structure of the Neutral Line. An example of 
DUHDGLQJWKDWµVQDSV¶WKHPHWULFDOWHQVLRQFDQEHVHHQLQWKHµVWUHVVYDOOH\¶7VXU
LGHQWLILHVLQ0LOWRQ¶VOLQH 
 
Burnt after them to the [bottomless pit]  
 
A performer adopting a convergent delivery style might only resort to such a 
GHYLFHZKHQDVLQWKHFDVHRIDµVWUHVVPD[LPXPLQDZHDNSRVLWLRQ¶LWVHHPV to 
be the only way of completing a line without losing the perception of the gestalt. A 
performer tending towards a more divergent delivery style might be inclined to 
seek out opportunities for such techniques to be employed, even when more 
convergent choices are afforded. In making choices for managing and maintaining 
the tension between the two patterns, the performer will arrive at a rhythmical 
performance that can be understood and experienced as a movement or 
sequence of movements. This paves the way for the Motion in Poetry to be used 
to full effect, with the movement of the line understood and experienced as a 
purposeful physical movement ± or Working Action ± which can, in turn, be 
understood and experienced as a psychophysical dramatic activity.        
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3.4 The Mighty Line 
 
To Beat or Not to Beat 
 
The majority of metrical verse written in the English language can be divided into 
WZREURDGFDWHJRULHVµDFFHQWXDO¶DQGµDFFHQWXDO-V\OODELF¶,QWKHUHPDLQGHURIWKLV
thesis I will focus on verse that falls into the latter of these two categories, and on 
RQHµDFFHQWXDO-V\OODELF¶IRUPLQSDUWLFXODULDPELFSHQWDPHWHU,QGLVFXVVLQJWKH
task of interpreting dramatic verse for performance, the argument for focusing on 
this particular form might seem obvious: iambic pentameter is the dominant verse 
form found in the works of Shakespeare and his contemporaries. Therefore, 
theatre practitioners working in the English language are far more likely to be 
dealing with iambic pentameter than with any other metrical form. From a 
GUDPDWLVW¶VSHUVSHFWLYHWKHGHFLVLRQWRIRFXVRQLDPELFSHQWDPHWHUPLJKWVHHP
µREYLRXV¶LQDOHVVSRVLWLYHVHQVH(OLRWEHOLHYHGWKDWIRUYHUVHGUDPDWRKDYHDQ\
future as a credible medium for creating new work, playwrights would have to 
abaQGRQRQFHDQGIRUDOOWKHIDPLOLDUUK\WKPVRI(QJOLVKµEODQNYHUVH¶489. My own 
view differs from that of Eliot. In order to make the argument in favour of iambic 
pentameter, it is first necessary to distinguish between the two broad categories 
mentioned above and to explain my reasons for favouring one over the other.   
 
³9HUVHWKDWKROGVWRDfixed number of accents in each line, but does not fix the 
position of the accents or the number of unaccented syllables is called 
                                                          
489 Eliot, Selected Prose, 77. 
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$&&(178$/YHUVH´490 (original emphasis). Old English verse such as that of 
Beowulf is FRPSRVHGLQµDFFHQWXDO¶PHWUHRIWHQZLWKVWURQJDOOLWHUDWLRQHPSOR\HG
to reinforce the presence of the beats. Nursery rhymes and football chants are 
familiar examples of accentual forms:  
 
    [B]        [B]        [B]         [B] 
   Humpty Dumpty sat on a wall 
    [B]         [B]       [B]             [B]      
   Humpty Dumpty had a great fall 
 
Within his poem Ash Wednesday491, Eliot uses a two beat accentual metre: 
 
   [B]       [B] 
   Lady of silences 
    [B]                [B] 
   Cold and distressed 
 
As these verse forms are determined by a single metrical feature ± the number of 
DFFHQWVRUµEHDWV¶LQWKHOLQH± WKH\DUHVRPHWLPHVUHIHUUHGWRDV³VLPSOH´492 
metres.493    
 
,QFRQWUDVWµDFFHQWXDO-V\OODELF¶YHUVH forms such as iambic pentameter are 
µFRPSOH[¶EHFDXVHWKH\DUHGHWHUPLQHGQRWE\RQHRUJDQLVDWLRQDOSULQFLSOHEXWE\
                                                          
490 Beum and Shapiro, The Prosody Handbook, 53. 
491 Eliot, Complete Poems and Plays of T. S. Eliot, 87 W100. 
492 Groves, Rhythm and Meaning in Shakespeare, 185. 
493 dŚŝƐƐŚŽƵůĚŶŽƚďĞƚĂŬĞŶƚŽŝŵƉůǇƚŚĂƚĂůůǀĞƌƐĞĐŽŵƉŽƐĞĚŝŶƐƵĐŚŵĞƚƌĞƐŝƐ ‘ƐŝŵƉůŝƐƚŝĐ ? ?ŵĞƌĞůǇƚŚĂƚƚŚĞ
ŵĞƚƌĞŽƉĞƌĂƚĞƐŽŶƚŚĞďĂƐŝƐŽĨĂ ‘ƐŝŵƉůĞ ?ƉƌŽƐŽĚŝĐƉƌŝŶĐŝƉůĞ ? 
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three: the number of strong metrical positions, the number of metrical positions in 
the line overall, and the positioning of strong metrical positions within the line. 
Iambic pentameter has five strong metrical positions, ten metrical positions overall, 
with every second position in the line being strong. It is the combination of these 
three organisational principles that creates the internal structure of the Neutral 
Line: 
 
   w-S w-S w-S w-S w-S 
 
7KXVZHILQGµW\SLFDO¶OLQHVRILDPELFSHQWDPHWHUWKDWLVOLQHVGLVSODying high 
levels of convergence494) VXFKDV6KDNHVSHDUH¶V 
 
Of hand, of foot, of lip, of eye, of brow     
(Sonnet 106, 6) 
and 7HQQ\VRQ¶V 
 
   The woods decay, the woods decay and fall 
µ7LWKRQRXV¶495 
 
                                                          
494 It should be noted ƚŚĂƚĞǀĞŶƚŚĞƐĞ ‘ƚǇƉŝĐĂů ?ůŝŶĞƐĚŽŶŽƚƉƌĞƐĞŶƚĐŽŵƉůĞƚĞĐŽŶǀĞƌŐĞŶĐĞďĞƚǁĞĞŶƚŚĞ
EĞƵƚƌĂůĂŶĚEĂƚƵƌĂů>ŝŶĞƉĂƚƚĞƌŶƐ ?dŚĞĨŽŽƚďŽƵŶĚĂƌŝĞƐŝŶ^ŚĂŬĞƐƉĞĂƌĞ ?ƐůŝŶĞĂƌĞĂƌŐƵĂďůǇ ‘ŽǀĞƌ-ĂƌƚŝĐƵůĂƚĞĚ ?
ĂŶĚdĞŶŶǇƐŽŶ ?ƐůŝŶĞŚĂƐĂ ‘ĐĂĞƐƵƌĂ ?ĂƚƚŚĞĨŽƵƌƚŚƉŽƐŝƚŝŽŶ ?ƐĞĞ^Ğction 4.3).  
495 Lord Alfred Tennyson, Tennyson: Poems (New York: Knopf Doubleday Publishing Group, 2012), 91. 
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Trochaic tetrameter, to take a different example, has four strong metrical positions, 
eight metrical positions overall, with every odd-numbered position being strong: 
 
    S-w S-w S-w S-w 
 
Thus we get lines such as: 
 
    Double, double toil and trouble  (Macbeth, 4.1.10) 
and: 
 
    Odours, when sweet violets sicken 
6KHOOH\µ0XVLFZKHQVRIWYRLFHVGLH¶496    
 
,WLVWKLVµWKUHH-GLPHQVLRQDO¶LQWHUQDOVWUXFWXUHWKDWJHQHUDWHVDµILxed¶1HXWUDO/LQH
pattern and allows such metres to be subdivided and described using the 
terminology of metrical feet: Five subunits (feet) in which each subunit is organised 
into a weak-strong (iambic) pattern is called iambic pentameter; four feet with a 
weak-weak-strong pattern is an anapaestic tetrameter; three feet with a strong-
weak pattern is a trochaic trimeter, etc. The subdivision into metrical feet adds yet 
further dimensions to the internal structure of the line: the size, number and shape 
of the subunits. 
                                                          
496 Percy Bysshe Shelley, Selected Poems (New York: Dover Publications, 1993), 77. 
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7KHPXOWLGLPHQVLRQDOµFRPSOH[LW\¶RIWKHµIL[HG¶PHWULFDOIRUPLVZKDWallows a 
µFRPSOH[¶UHODWLRQVKLSEHWZHHQWKH1HXWUDO/LQHDQGWKH1DWXUDO/LQHto exist whilst 
still maintaining the gestalt of the verse line. The Natural Line can diverge from the 
Neutral Line pattern in numerous ways and in various combinations within a single 
line ± the number of syllables can diverge from the number of metrical positions, 
the number of strong speech stresses can diverge from the number of strong 
metrical positions, the positioning of the strong speech stresses can diverge from 
the positioning of the strong metrical positions, the size, number and shape of 
phrasal subunits can diverge from the size, number and shape of the metrical units 
± and yet, througKµWHQVLRQ¶, retain a strong enough relationship to the Neutral Line 
for the gestalt to be maintained. This is because: 
 
a. 7KHµIL[HG¶SDWWHUQDOORZVWKHUHDGHUWRUHJLVWHUall divergences as 
divergences DQGWKHUHIRUHDVVRXUFHVRIPHWULFDOµWHQVLRQ¶ 
b. 7KHPXOWLSOHµSRLQWVRIFRQWDFW¶EHWZHHQWKHWZRSDWWHUQVPHDQVWKDWWKH
same Natural Line can diverge from certain aspects of the Neutral Line 
structure whilst continuing to converge with others. 
 
:LWKRXWDµIL[HG¶PXOWLGLPHQVLRQDO1HXWUDO/LQHSDWWHUQYerse cannot operate on 
WKHEDVLVRIWKHFRQYHUJHQFHGLYHUJHQFHPRGHORIIHUHGE\7VXUµ6LPSOH¶PHWUHV
do not have such a Neutral Line pattern. If we try to represent the Neutral Line of 
four-beat accentual verse, for example, the best we can do is this: 
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   B  B  B  B 
Or this: 
  [?] B [?] B [?] B [?] B [?]  
 
When it comes to examining the way in which the Natural Line relates to the 
1HXWUDO/LQHWKHRQO\TXHVWLRQLV³GRHVLWKDYHIRXUEHDWVRUQRW"´7KHQXPEHURI
syllables matched with the question marks cannot be a matter of convergence or 
divergence because, quite simply, there is nothing to diverge from. If there is 
divergence in the number of beats then, as the number of beats is the only 
defining feature of the line, the line will not be perceived as being divergent but as 
ceasing to be four-beat accentual verse. For the verse form to be perceived, then, 
the regular beat-count must be maintained. If, for example, we have a line with 
IHZHUWKDQWKHSUHVFULEHGQXPEHURIEHDWVDµVLOHQWEHDW¶ZLOOEHHQDFted to 
regularise the rhythm of the performance:    
 
   JAMES JAMES SAID to his MOTHer  497 
   ³MOTHHU´KHSAID, said HE  [BEAT]  
 
The beat might even be realised as a clap or a foot stamp. As we shall see in later 
VHFWLRQVµVLOHQWEHDWV¶FDQKDYHDSDUWWo play in the performance of complex 
forms such as iambic pentameter, but they are not obligatory in the way that they 
are for the performance of accentual verses: other performance choices might be 
                                                          
497 Alan Alexander Milne, When We Were Very Young (London: Egmont UK, 2011), 30. 
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equally successful in maintaining the gestalt of the verse line. An accentual form, 
WKHQLVD³PHWUHVSHFLILHGE\UHLQIRUFHPHQWQRWFRXQWHUSRLQW´498 LQZKLFK³WKHUHLV
only one way to speak the line and the metre denies space to the individual voice 
except to join a pre-JLYHQRUGHULWFDQQRWPRGLI\´499. This system RIµUHLQIRUFHPHQW¶
DORQJZLWKWKHµLVRFKURQLF¶SULQFLSOHWKDWVSHHFKVWUHVVHVZLOOW\SLFDOO\RFFXUDW
regular time intervals, makes accentual verse very well-suited to choral chanting, 
EXWOHVVVXLWHGWRWKHWDVNRIHPERG\LQJ³DQLQGLYLGXDOYRLFHµDFWXDOO\¶VSHDNLQJ´500.  
 
It is possible to treat complex forms such as iambic pentameter as accentual 
metre501. Possible. Though not, one might argue, desirable. To impose an 
DFFHQWXDOµUHLQIRUFHPHQW¶V\VWHPRISHUIRUPDQFHRQWRDWH[WRILDPELFSHQWDPHWHU
is likely WRSURGXFHDUHDGLQJLQZKLFKWKHYHUVHLV³WKXPSHGRXWDs GRJJHUHO´502. 
From a game-playing perspective, one might be tempted to say that if, within a 
certain game-structure, such verse is treated as accentual metre then, to all 
intents and purposes, it is accentual metre, if only within that context. However, 
this is merely a case of two different games being played with the same materials 
DQGQRWDVVRPHDGYRFDWHVRIµDFFHQWXDOLVLQJ¶FRPSOH[PHWUHVVHHPWRVXSSRVH
WKHGLVFRYHU\RIRQHµQDWXUDO¶JDPHKLGGHQZLWKLQWKHµDUWLILFLDO¶FRQVWUXFWRI
another503. If a football is used to play basketball ± if it is treated as a basketball ± 
then for the purposes of the game being played, it is DEDVNHWEDOO%XWWKLVGRHVQ¶W
mean that footballs are basketballs in disguise. Moreover, when it comes to iambic 
                                                          
498 Easthope, Poetry as Discourse, 63. 
499 Ibid., 73. 
500 Ibid., 76. 
501 Ibid., 63. 
502 Ibid. 
503 Joseph Malof ? ‘dŚĞEĂƚŝǀĞZŚǇƚŚŵŽĨŶŐůŝƐŚDĞƚĞƌƐ ? ?Texas Studies in Literature and Language 5, no. 4 
(1964): 580 W94. 
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pentameter, there is reason to suppose that, although it can be treated as 
accentual metre, it is a more effective tool when treated as accentual-syllabic 
verse. Wright argues that critics such as Northrop Frye and Joseph Malof, in trying 
to show that there is an underlying accentual system governing complex metres 
VXFKDVLDPELFSHQWDPHWHU³RQO\VKRZKRZSHFXOLDUO\WKH\PXVWUHDGWKHOLQHV´504.  
 
3HUKDSVWKHPRVWVRSKLVWLFDWHGDWWHPSWWRDSSO\DFFHQWXDOµUHLQIRUFHPHQW¶PRGHOV
WRFRPSOH[PHWUHVLVWREHIRXQGLQWKHµEHDWSURVRG\¶RI'HUHN$WWULGJH505. He 
represents the structure of iambic pentameter as a series of beats and off-beats: 
 
   o   B   o   B   o   B   o   B   o   B 
 
This looks much more like the Neutral Line that I have presented. In 
acknowledging the importance to the metre of what goes on between the beats, 
this is undoubtedly an improvement on the accentual model offered earlier in this 
VHFWLRQ1HYHUWKHOHVV$WWULGJH¶VV\VWHPVWLOOUHOLHVRQPHWULFDOUHLQIorcement rather 
WKDQWKHGLYHUJHQFHPRGHORIIHUHGE\7VXU7KHµEHDW¶V\VWHPLJQRUHVNH\DVSHFWV
of the Neutral Line structure and as a result fails to account for many of the 
UK\WKPLFSRWHQWLDOLWLHVDQGDIIRUGDQFHVWKDW7VXU¶VPRGHOFDQUHYHDO,QVKRUWit is 
D³GHOLEHUDWHVLPSOLILFDWLRQRIWKHSURVRGLFEDVH«>ZLWK@ the consequent 
disadvantage that it cannot easily register some of the more delicate distinctions in 
                                                          
504 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 298. 
505 Attridge, Poetic Rhythm. 
170 
 
PHWULFDOSUDFWLFHZLWKLQWKHWUDGLWLRQRIKHURLFYHUVHLWVHOI´506:LWKLQDVLPSOHµEHDW¶
system, the line we have seen from Troilus and Cressida: 
 
  Her eyes, her hair, her cheek, her gait, her voice, 
 
DQGWKLVOLQHIURP*UD\¶VElegy Written in a Churchyard: 
 
  The Curfew tolls the knell of parting day   (Gray, Elegy, 1)507 
 
DUHERWKFRQVLGHUHG³SURWRW\SLFDO´508 because both follow the pattern of beats and 
offbeats anticipated by the underlying pattern. However, the lines are not 
rhythmically identical, nor do they display identical sets of perceptual features. For 
example, the first line reinforces the foot boundaries of the Neutral Line pattern, 
ZKLOVWWKHVHFRQGOLQHYLRODWHVWKRVHERXQGDULHVLQWKHZRUGV³&XUIHZ´DQG
³SDUWLQJ´,VKDOODUJXHWKDW, in creating a rhythmical performance, these differences 
must be acknowledged and responded to. My contention, then, is that complex 
metres are best suited to the embodiment of the dramatic actions of individual 
dramatic characters and that, moreover, playwrights and actors will be more likely 
to exploit the full hyperactive potential of complex metres by treating them as 
complex metres; that is, by preferring the game of rhythmical performance to that 
RIµDFFHQWXDOLVDWLRQ¶ 
                                                          
506 Groves, Strange Music, 101. 
507 Thomas Gray, The Complete Poems of Thomas Gray: English, Latin and Greek, ed. Herbert W. Starr 
(Oxford: Clarendon Press, 1966), 37. 
508 Ibid., 105. 
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Perceptions of Pentameter  
 
7KHTXHVWLRQUHPDLQVDVWRZK\ZLWKDQ\QXPEHURIµDFFHQWXDO-V\OODELF¶PHWUHVWR
choose from, the contemporary playwright would elect to compose iambic 
pentameter. The fact that so many of the critics cited above frame their 
GLVFXVVLRQVLQUHODWLRQWRWKH(QJOLVKµEODQNYHUVH¶WUDGLWLRQLVLQGLFDWLYHRIMXVWKRZ
dominant iambic pentameter has been. However, my argument is that the reasons 
IRULDPELFSHQWDPHWHU¶VHQGXULQJSRSXODULW\DQGWKHUHDVRQVIRUFKRRVLQJLWQRZ
go beyond a discussion of tradition and convention. There is evidence to suggest 
WKDWRXUELDVLQIDYRXURIWKH(QJOLVKµKHURLFOLQH¶LVQRWPHrely cultural but 
cognitive. The first aspect to consider is the length of the line as a unit of 
perception. 
 
In the 1980s, the poet Frederick Turner teamed up with the psychologist and 
neuroscientist Ernst Pöppel to examine the relationship between the temporal 
structures verse forms and the ways in which those structures might be perceived 
and processed by the human brain509. In comparing the varying line lengths of 
SRSXODUYHUVHIRUPVLQGLIIHUHQWODQJXDJHVDQGFXOWXUHVWKH\GLVFRYHUHGWKDW³WKLV
fundamental unit nearly always takes from two to four seconds to recite, with a 
strong peak in distribution between two-and-a-half and three-and-a-half 
VHFRQGV´510. Most lines exceeding the three-and-a-half second limit, and all lines 
taking over four seconds to recite will, according to these findings, contain a strong 
                                                          
509 Turner, Natural Classicism, 61 W105. 
510 Ibid., 74. 
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caesura, splitting the line in two. The significance of these findings lies in the fact 
that: 
 
The three-second period, roughly speaking, is the length of the human present 
PRPHQW«WRXVHDF\EHUQHWLF metaphor, we possess an auditory information 
³EXIIHU´ZKRVHFDSDFLW\LVWKUHHVHFRQGV¶ZRUWKRILQIRUPDWLRQDWWKHHQGRIWKUHH
VHFRQGVWKH³EXIIHU´LVIXOODQGLWSDVVHVRQLWVHQWLUHDFFXPXODWHGVWRFNRI
information to the higher processing centres.511 
 
The implication being that verse lines taking an average of two-and-a-half to three-
and-a-KDOIVHFRQGVWRUHFLWHRSHUDWHLQKDUPRQ\ZLWKDWKUHHVHFRQGµSXOVH¶RI
mental processing. Turner links this three-second unit of perceptual experience to 
the philosRSKLFDOQRWLRQRIWKHµVSHFLRXVSUHVHQW¶³WKHRULJLQDOSDUDJRQDQG
SURWRW\SHRIDOOFRQFHLYHGWLPHV«WKHVKRUWGXUDWLRQRIZKLFKZHDUHLPPHGLDWHO\
DQGLQFHVVDQWO\VHQVLEOH´512. The findings of Turner and Pöppel reaffirm the idea 
put forward by Cleanth Brooks and Robert Penn Warren that the verse line must 
RSHUDWHDVD³XQLWRIDWWHQWLRQ´513 and have been seized upon and approved in the 
twenty-first century by the evolutionary literary theorist Brian Boyd: 
 
Poets arrange lines (or the speech units rendered as written lines) so that each 
comes under the undivided spotlight of our attention before we move onto the 
QH[W2UWRVZLWFKIURPDYLVXDOPHWDSKRUWRDPRUHDSSURSULDWHDXGLWRU\RQH«
                                                          
511 Ibid., 88 W89. 
512 William James, The Principles of Psychology (New York: Dover Publications, 2012), 631. 
513 Cleanth Brooks and Robert Penn Warren, Understanding Poetry (New York: Heinle & Heinle Publishers 
Inc., 1976), 497. 
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SRHWU\KROGVWKHPLQG¶VHDULQOLQHVWKDWWDNHDURXQGWKUHHVHFRQGVWRsay. Poets 
of course had not known that they were constructing lines to fit the human auditory 
SUHVHQWRUWKHFDSDFLW\RIWKHZRUNLQJPHPRU\EXWWKDW¶VZKDWWKH\KDYH
discovered, by trial and error, because that length holds human attention better, 
more concentratedly, than longer or bitsier units. Verse, in other words, employs 
language to fit a humanly universal cognitive constraint.514  
 
/LQHVRILDPELFSHQWDPHWHURSHUDWHWRZDUGVWKHXSSHUOLPLWRIWKLVµ*ROGLORFNV
=RQH¶RIWHPSRUDOSHUFHSWLRQWDNLQJDQaverage of 3.3 seconds to recite515. Iambic 
pentameter is a form that, within the English language, exercises the human 
H[SHULHQFHRIWKHµDXGLWRU\SUHVHQW¶WRLWVIXOOFDSDFLW\ZLWKRXWRYHUVWHSSLQJLWV
limits. As Boyd notes, however, it is not only a question of how long a line takes to 
say but how much information is packed into that time span.  
 
)RUWKHYHUVHOLQHWRRSHUDWHDVDµXQLWRIDWWHQWLRQ¶LWVFRJQLWLYHORDGPXVWQRW
exceed the capacity of the human working memory; an idea with which Tsur has 
made us familiar. Since the mid-twentieth century, discussions have been ongoing 
about the precise capacity of the working memory, how best to calculate it and 
how this system relates to other short and long-term memory functions516 but, 
again, iambic pentametHUVHHPVWREHDµSHUIHFWILW¶SURYLGLQJDQLQVWDQFHLQ
                                                          
514 Boyd, Why Lyrics Last, 17. 
515 Turner, Natural Classicism, 76. 
516 e.g. 'ĞŽƌŐĞ ?DŝůůĞƌ ? ‘dŚĞDĂŐŝĐĂůEƵŵďĞƌ^ĞǀĞŶ ?ƉůƵƐŽƌDŝŶƵƐdǁŽ P^ŽŵĞ>ŝŵŝƚƐŽŶKƵƌĂƉĂĐŝƚǇĨŽƌ
WƌŽĐĞƐƐŝŶŐ/ŶĨŽƌŵĂƚŝŽŶ ? ?Psychological Review 63, no. 2 (1956): 81 W97; Alan D. Baddeley and Graham Hitch,  
Psychology of Learning and Motivation: (New York: Academic Press, 1975); Anders Ericsson and Walter 
<ŝŶƚƐĐŚ ? ‘>ŽŶŐ-dĞƌŵtŽƌŬŝŶŐDĞŵŽƌǇ ? ?Psychological Review 102, no. 2 (1995): 211 W45; Patrick Colm 
Hogan, The Mind and Its Stories: Narrative Universals and Human Emotion (Cambridge University Press, 
2003); Nelson Cowan, Working Memory Capacity (New York: Routledge, 2016). 
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ZKLFK³WKHSULQWHGOLQHULJKWO\GHILQHVWKHUHFXUULQJQRQV\QWDFWLFXQLW´517 available 
WRWKHZRUNLQJPHPRU\7KLVVXSSRUWV7VXU¶VFRQFOXVLRQWKDW³WKHORQJHVWYHUVH
line that can be perceived as a rhythmic unit without an obligatory break is ten-
syllable-ORQJ´5187KXVOLQHVORQJHUWKDQLDPELFSHQWDPHWHUVHHPWRKDYH³RQO\D
SURYLVLRQDOUHDOLW\´519. Exceeding the capacity of the working memory and the limits 
RIWKHDXGLWRU\SUHVHQW³ORQJHUOLQHVWHQGWRUeceive from the reader or hearer an 
XQFRQVFLRXVUHVWUXFWXULQJ´520. The obligatory break in such a line means that, 
however it might be set out on the page, in performance it is perceived, not as a 
single line, but as two smaller perceptual units. Shorter lines ± assuming that they 
are not so short as to be subsumed into a larger perceptual unit ± can operate as 
µXQLWVRIDWWHQWLRQ¶EXWDORQJZLWKOHDYLQJOHVVVSDFHIRUUK\WKPLFYDULDWLRQQHLWKHU
ILOOWKHµPHWULFDOPRPHQW¶QRUH[HUFLVHWKHZRUNLQJPHPRU\WRits full capacity. One 
PLJKWVD\WKDWVKRUWHUYHUVHOLQHVGRQRWµGHPDQGRXUIXOODWWHQWLRQ¶,WLVSHUKDSV
IRUWKLVUHDVRQWKDWVKRUWHUYHUVHOLQHVWHQGWREHDVVRFLDWHGZLWK³OLJKWVXEMHFWV´521 
DQG³OHYLW\´522 whilst longer lines such as iambic pentameter have tended to be 
SUHIHUUHG³IRUHSLFRUWUDJLFPDWWHUV´523.  
 
$QRWKHUPDMRUIDFWRULQLDPELFSHQWDPHWHU¶VDELOLW\WRRSHUDWHDVDQXQEURNHQµXQLW
RIDWWHQWLRQ¶LVWKDWLW³UHVLVWVWKHWHPSWDWLRQWRGLYLGHLQKDOI,QIDFWLWcannot do 
VR´524 (original emphasis7KLVSRLQWKDVEHHQWDNHQXSE\7VXU³WKHUHLVQRVLQJOH
                                                          
517 Hogan, The Mind and Its Stories, 40. 
518 Tsur, Poetic Rhythm, 9. 
519 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 5. 
520 Alex Preminger, Frank J. Warnke, and O. B. Hardison Jr, Princeton Encyclopedia of Poetry and Poetics 
(Princeton University Press, 2015), 450. 
521 Turner, Natural Classicism, 77. 
522 Preminger, Warnke, and Hardison Jr, Princeton Encyclopedia of Poetry and Poetics, 450. 
523 Turner, Natural Classicism, 77. 
524 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 5. 
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SRLQWLQWKHLDPELFSHQWDPHWHUOLQHZKLFKZRXOGGLYLGHLWLQWRWZRHTXDOKDOYHV´525. 
*HVWDOWSULQFLSOHVVXJJHVWWKDWSV\FKRORJLFDORUJDQLVDWLRQZLOODOZD\VEHDVµJRRG¶
RUµVLPSOH¶526 as the prevailing conditions will allow. In general, a gestalt will be 
µVLPSOHU¶LILWLVRUJDQLVHGLQWRWKHVPDOOHVWSRVVLEOHQXPEHURIVXEXQLWVZLWKWZR
being the smallest number into which a whole might be divided. The Neutral Line 
of iambic pentameter, however, refuses to be divided into two without the creation 
of irregular subunits. The ten metrical positions could be divided into two units of 
five, but this results in an asymmetrical distribution of strong and weak positions: 
 
   w-S-w-S-w  S-w-S-w-S 
 
The pattern cannot be divided into three or four equal subunits either. The smallest 
possible number of regular subunits is five: 
 
   w-S w-S w-S w-S w-S 
 
This has a number of important connotations. It means that the internal structure 
of the Neutral Line is not merely convenient, it is perceptually inevitable. The 
impossibility of the pattern dividing into two equal halves means that iambic 
SHQWDPHWHUKDV³FRQVLGHUDEO\JUHDWHULQWHJULW\WKDQHLWKHULDPELFWHWUDPHWHURUWKH
LDPELFKH[DPHWHU´527 or any other line that can be split down the middle. Unless 
                                                          
525 Tsur, Poetic Rhythm, 116. 
526  ‘^ŝŵƉůĞ ?ŚĞƌĞƌĞĨĞƌƐƚŽƚŚĞŐĞƐƚĂůƚƐƚƌƵĐƚƵƌĞŽĨƚŚĞEĞƵƚƌĂů>ŝŶĞƉĂƚƚĞƌŶ ?ŶŽƚƚŽƚŚĞnature of the metric 
form. In other words, it would be wrong to assume that the organisation of the Neutral Line would be 
 ‘ƐŝŵƉůĞƌ ?ŝĨƚƌĞĂƚĞĚĂƐĂ ‘ƐŝŵƉůĞ ?ƌĂƚŚĞƌƚŚĂŶĂ ‘ĐŽŵƉůĞǆ ?ŵĞƚƌĞ ?
527 Tsur, Poetic Rhythm, 115. 
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there is outside interference, the line will not divide into equal hemistichs (half 
OLQHVWKDWDUHDEOHWRWDNHRQDµSHUFHSWXDOLQGHSHQGHQFH¶RIWKHLURZQ:KHQ
there is outside interference ± that is, when the Natural Line pattern introduces a 
caesura ± WKHUHLVQRµVDIH¶FRQYHUJHQWSRVLWLRQDWZKLFKWRGLYLGHWKHOLQH528. In 
other words, all caesurae within iambic pentameter can be regarded as 
divergences and, therefore, as potential sources of tension.  
 
The perceptual inevitability of foot divisions within the Neutral Line pattern also 
help to explain the common experience ± frustrating, perhaps, to scholars wishing 
WRGLVWDQFHWKHPVHOYHVIURPWKH³IRRWIHWLVKLVP´529 of traditional metrics ± WKDW³WKH
QRWLRQRIWKHIRRW« seems to have a degree of validity in heroic verse, at least at 
VRPHOHYHORIDEVWUDFWLRQ´530 Halle and Keyser denied the existence of the foot as 
a meaningful unit in English-language versification531, and given the problems of 
humanist foot-substitution theory532, a number of critics have been keen to follow 
suit. Even the devout foot-prosodist George T. Wright has felt the need to qualify 
WKHDUWLFOHVRIKLVIDLWK³JUDSKLFIRRWGLYLGHUVDUHDQDQDO\WLFDOFRQYHQLHQFHDQGGR
not cut into the sound of phrases LQVRPHDUWLILFLDOZD\´533:ULJKW¶VFKRLFHRI
words ± µLQVRPHDUWLILFLDOZD\¶± DORQJZLWK*URYHV¶UDWKHUHYDVLYHµDWOHDVWDW
some level of DEVWUDFWLRQ¶leave considerable room for debate. Do foot divisions 
DIIHFWSKUDVLQJLQµVRPHQRQ-DUWLILFLDOZD\¶"$WZKDWµOHYHORIDEVWUDFWLRQ¶GR
PHWULFDOIHHWEHFRPHDEVWUDFWHQRXJKWROHDYHWKHSKUDVLQJWRLWVRZQµFRQFUHWH¶
                                                          
528 The least disruptive position for a caesura within a line of iambic pentameter is after the fourth metrical 
position. The reasons for this are explored in the next chapter. See section 4.3.  
529 Alan Holder, Rethinking Meter: A New Approach to the Verse Line (Lewisburg, Pennsylvania: Bucknell 
University Press, 1995), 29. 
530 Groves, Strange Music, 33. 
531 Halle and Keyser, English Stress, 167. 
532 Groves, Strange Music, 18 W20. 
533 Wright, Hearing the Measures
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GHYLFHV"$WWULGJH¶VVSLQHPLJKWWLQJOHDWWKHSUHVHQFHRIIHHWDQGWKHLU³JKRVWO\
GLYLVLRQV´534 but, within the analysis of iambic pentameter, ³WKDW1DSROHRQRI
QRWLRQVWKHIRRW´535 marches on and no one, it seems, has succeeded in bringing it 
to its final Waterloo. 
 
7KHQRWLRQRIµWHQVLRQ¶EHWZHHQWKH1HXWUDODQG1DWXUDO/LQHSDWWHUQVLQUK\WKPLFDO
performance, along with gestalt principles of perceptual organisation, can explain 
the role of foot-divisions within iambic pentameter. The feet exist as part of the 
Neutral Line pattern and not as part of the Natural Line pattern. The Neutral Line 
pattern is either developed in the minds of readers as the result of interaction with 
a specific text (the best explanation of the cognitive processes involved here is 
given, not by Tsur, but by Marina A. Krasnoperova536) or pre-exists the interaction 
with a specific text, as might be the case with an experienced reader of iambic 
pentameter picking up a copy of Paradise Lost for the first time. The foot divisions 
exist within that pattern DVSDUWRIWKHµVLPSOHVW¶LQWHUQDOVWUXFWXUHWKDWFDQEHJLYHQ
WRWKHJHVWDOW7KXVZKHQ'RQ3DWHUVRQVD\V³&DQHYHU\RQHSOHase stop marking 
LQWKHIHHWDQGLPDJLQLQJFDHVXUDHZKHUHWKHUH¶VQRSXQFWXDWLRQWRLQGLFDWHD
SDXVH",NQRZLW¶VIXQ%XWWKH\¶UHMXVWQRWWKHUHIRONV´537 one suspects that he has 
been looking for feet in all the wrong places. No matter how hard you look, you will 
not discover metrical feet within the Natural Line pattern. If, however, you accept 
that the feet are part of a different pattern, then it becomes apparent that taking 
the absence of metrical feet within the Natural Line as proof of their non-existence 
                                                          
534 Derek Attridge, The Rhythms of English Poetry (London: Routledge, 2014), 14. 
535 Holder, Rethinking Meter, 30. 
536 Marina A. Krasnoperova,  ‘DĞƚĞƌ ?ZŚǇƚŚŵ ?ĂŶĚWĞƌĨŽƌŵĂŶĐĞŝŶƚŚĞZĞĐŽŶƐƚƌƵĐƚŝǀĞ^ŝŵƵůĂƚŝŽŶŽĨ
Versification ?ŝŶKüper, ed., Current Trends in Metrical Analysis, 79 W98. 
537 Don Paterson, ZĞĂĚŝŶŐ^ŚĂŬĞƐƉĞĂƌĞ ?Ɛ^Žnnets: A New Commentary (London: Faber & Faber, 2012), 377. 
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is a bit like proving the non-existence of lemons by conducting a thorough survey 
of an orange grove. Foot divisions can only have a bearing on the reading of a text 
if the reader is actively engaged in a process of rhythmical performance: if the 
game-SOD\LQJSHUIRUPHUKDVDFFHSWHGWKHµXQQHFHVVDU\REVWDFOH¶RIPDLQWDLQLQJ
the tension between the Neutral Line and the Natural Line, then he or she will pay 
attention to foot divisions as part of playing the game.  
 
Within the internal structure of both the Neutral and Natural Line patterns there 
H[LVWVDSHUFHSWXDOKLHUDUFK\JRYHUQLQJWKHUHODWLYHGHJUHHVRIµLPSRUWDQFH¶RU
µSURPLQHQFH¶JLYHQWRWKHYDULRXVERXQGDULHVRIXQLWVDQGVXEXQLWV$V7VXUSXWVLW
³WKHERXQGDULHVRIXQLWVFRQVWLWXWHDVFDOHWhe higher the rank of the unit, the 
JUHDWHUWKHZHLJKWRILWVERXQGDU\´538. Within the Neutral Line of iambic 
pentameter, the highest ranked unit is the line itself, next down are the metrical 
feet, and at the bottom of the pile are the metrical positions. Viewed from this 
SHUVSHFWLYHPHWULFDOIHHWDUHWKHµPLGGOHPDQDJHUV¶RIWKH1HXWUDO/LQH
organisation. All else being equal, foot boundaries will be given more weight than 
positional boundaries but less weight than the line-ending. In a Neutral Line that 
can be split into two equal parts ± iambic hexameter, for example ± there is 
another rank on the scale: the hemistich or half-line. 
 
   w-S---w-S---w-S w-S---w-S---w-S 
 
                                                          
538 Tsur, Poetic Rhythm, 113. 
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The two hemistich structure of iambic hexameter can be seen in Shakespearean 
examples such as: 
 
 That troop with majesty. Ourself by monthly course,  
(King Lear, 1.1.133) 
 Found truth in all but one; I, in twelve thousand, none   
(Richard II, 4.1.171) 
 I would I knew thy heart.       
     µ7LVILJXU¶GLQP\WRQJXH 
(Richard III, 1.2.196) 
 
In WKLVKLHUDUFK\WKHKHPLVWLFKµRXWUDQNV¶WKHIRRW,QWHUPVRISHUFHSWLRQDVORQJ
as the hemistich boundaries are maintained, variations in the organisation of 
PHWULFDOIHHWZLOOEHUHODWLYHO\µXQPDUNHG¶WKDWLVWKH\ZLOOQRWDWWUDFWDWWHQWLRQ7KLV
can be demonstrated visually: 
 
w-S---w-S---w-S w-S---w-S---w-S 
w-S-w---S---w-S w-S---w-S-w---S 
w-S---w-S-w---S w-S-w---S-w---S 
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As opposed to:  
w-S w-S w-S w-S w-S 
   w-S-w-S w-S-w        S-w-S 
   w-S w-S-w S-w S-w     S 
   w-S-w    S w-S-w-S w-S  
 
As the NHXWUDO/LQHRILDPELFSHQWDPHWHUFDQQRWEHµVLPSOLILHG¶LQWRDVPDOOHU
number of subunits than the five metrical feet, there is no intervening rank 
between the foot and the line and, as a result, foot boundaries will be perceived as 
KDYLQJPRUHµZHLJKW¶PRUHµYDOLGLW\¶WKDQWKH\GRLQRWKHUYHUVHIRUPV 
 
7KHµEHVW¶ZD\WRPDLQWDLQWKHJHVWDOWRIWKHYHUVHOLQHLQSHUIRUPDQFHLVWR
maintain the internal structure of the Neutral Line, which means giving an 
DSSURSULDWHGHJUHHRIµZHLJKW¶WRWKHIRRWERXQGDries. However, to stick too rigidly 
to the Neutral Line pattern can result in the destruction of the Natural Line, with its 
own hierarchy of units and subunits which must be taken into account if one is to 
give a rhythmical performance. The metrical feet of iambic pentameter will resist 
any attempt to usurp their authority and can therefore be regarded as potential 
sources of tension when divergent patterns have to be accommodated into the 
gestalt of the verse line in performance539. However, the authority of the lower 
order perceptual subunits may be overruled in order to preserve the integrity of the 
                                                          
539 The processes of identifying such divergences and determining the ways in which they might influence 
rhythmical performance choices are explored in section 4.3 below. 
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higher order perceptual unit540. Viewed from this perspective, it is perfectly possible 
to maintain the idea that metrical foot divisions are an experiential feature of 
iambic pentameter whilst also accepting that such divisions are not always 
µPDUNHG¶LQSHUIRUPDQFH7KHIDFWWKDWWKHVPDOOHVWSRVVLEOHQXPEHURIUHJXODU
VXEXQLWVZLWKLQWKH1HXWUDO/LQHJLYHVULVHWRVXFKDKLJKQXPEHURIµZHLJKW\¶
perceptual boundaries is, I suggest, one of the reasons for the wide variety of 
rhythmical affordances found within lines of iambic pentameter.  
 
In presenting the case for iambic pentameter I have made the following 
observations: 
  
- Complex verse forms provide a wider range of opportunities for rhythmical 
performance and are more suited to creating the voices of individual 
dramatic characters. 
- Iambic pentameter is an ideal length and presents an ideal amount of 
SHUFHSWXDOLQIRUPDWLRQIRULWWRRSHUDWHDVDQXQEURNHQµXQLWRIDWWHQWLRQ¶ 
- That iambic pentameter has the highest possible number of metrical 
positions for an unbroken perceptual unit means that, from a purely 
mathematical point of view, it presents a greater number of possible 
divergences than other metrical forms. 
- The fact that the line cannot be divided into two equal halves gives iambic 
pentameter greater integrity than many other verse forms and makes 
caesura-placement a rich source of metrical tension. 
                                                          
540 An example of such top-ĚŽǁŶƌĞŽƌŐĂŶŝƐĂƚŝŽŶǁŽƵůĚďĞƚŚĞĐƌĞĂƚŝŽŶŽĨĂƌŚǇƚŚŵŝĐĂůĨŝŐƵƌĞƐƵĐŚĂƐdƐƵƌ ?Ɛ
 ‘ƐƚƌĞƐƐǀĂůůĞǇ ? ?ŝŶǁŚŝĐŚĨŽƵƌƐǇůůĂďůĞƐ ?ƉŽƐŝƚŝŽŶƐĂƌĞ ‘ĞŵƉŚĂƚŝĐĂůůǇŐƌŽƵƉĞĚƚŽŐĞƚŚĞƌ ?ƚŚĞƌĞďǇƵŶĚĞƌŵŝŶŝŶŐ
the authority of the intervening foot boundary.  
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- The relatively high prominence of foot divisions within iambic pentameter is 
another rich source of metrical tension and allows the interaction of the 
Neutral and Natural Line patterns to produce a wide range of rhythmical 
affordances. 
 
None of this is to suggest that English-ODQJXDJHGUDPDWLFYHUVHFRXOGQ¶WRU
sKRXOGQ¶WEHZULWWHQXVLQJDQRWKHUPHWUHEXWWKHDUJXPHQWVLQIDYRXURIXVLQJ
iambic pentameter in drama are, I believe, compelling. That being the case, the 
methodologies developed and demonstrated in Part Two of this thesis are 
designed to meet the specific challenges of composing and analysing dramatic 
iambic pentameter.  
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Part Two: Theory in Practice 
 
Chapter 4: The Anatomy of Verse 
 
4.1 Basic Anatomy 
 
This chapter outlines what I call the Anatomical Approach to metrical analysis. 
This approach adapts the principles of Part One into a practical methodology for 
identifying the metrical features and rhythmical affordances of dramatic iambic 
pentameter. The Anatomical Approach is not part of the structure of the Verse 
Psychology Game but rather my own system for playing the game. I therefore 
consider the development of the Anatomical Approach to be part of my creative 
practice.  
 
Looking for Problems 
 
Rhythmic competence relies on three interrelated sets of skills:  
 
- 7KHDELOLW\WRLGHQWLI\µSHUFHSWXDOSUREOHPV¶WRUHJLVWHUFRQVFLRXVO\RU
otherwise) divergences between the Neutral Line and Natural Line patterns.  
- 7KHDELOLW\WRFRQFHLYHµSHUFHSWXDOVROXWLRQV¶WRVXFKµSHUFHSWXDOSUREOHPV¶
that is, to devise a rhythmical performance in which both patterns are made 
µVLPXOWDQHRXVO\DFFHVVLEOHWRDZDUHQHVV¶ 
- The ability to carry out such a rhythmical performance, which may require 
high levels of vocal control and dexterity.  
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Of these three components, I will focus on the first two. This is not because the 
third is less important but because I assume that the required vocal skills are those 
that would be expected of any professional theatre actor and that prospective 
players of the Verse Psychology Game will, therefore, either be in possession of 
these skills or will acquire them in the course of their professional training. When it 
comes to the playwright-as-gamewright, I suggest that the ability to vocalise a 
UK\WKPLFDOSHUIRUPDQFHHQKDQFHVRQH¶VFDSDFLW\WRH[SHULHQFHWKHUK\WKPDQG
movement of the verse in DµVLOHQWUHDGLQJ¶DQGWKDWLIVXFKVNLOOVKDYHQRW\HWEHHQ
developed then the playwright-as-gamewright should seek to acquire them. 
Nevertheless, I believe that the vocal training described by practitioners such as 
Cicely Berry541, Barbara Houseman542 and Patsy Rodenburg543 is more than 
adequate for the task and that there is no need for me to add to the wealth of 
literature that exists on this topic. For the purposes of this discussion, whenever I 
XVHWKHWHUPµDFWRU¶RUµSHUIRUPHU¶,DPUHIHUULQJQRWRQO\WR actors themselves but 
WRWKHµJDPHZULJKW-in-WUDLQLQJ¶ZKRDGRSWVDQµDFWRUO\DSSURDFK¶WRWKHWH[W 
 
7KHILUVWLVVXHWKHQLVWKDWRIDFWRUVLGHQWLI\LQJµEULQJLQJWRDWWHQWLRQ¶WKH
SHUFHSWXDOIHDWXUHVRUµSUREOHPV¶RIDSDUWLFXODUYHUVHFRQVWUXFWion. Some actors ± 
ZKHWKHUDVDUHVXOWRIµQDWXUDOVHQVLWLYLW\¶ORQJH[SHULHQFHRUDFRPELQDWLRQRIWKH
two ± may be able to register such metrical disturbances intuitively and without the 
need for further instruction. It follows that to apply the system of metrical analysis 
presented here is a rule of skill within the game of rhythmical performance and 
                                                          
541 Berry, Voice and the Actor. 
542 Houseman, Finding Your Voice. 
543 Patsy Rodenburg, The Actor Speaks: Voice and the Performer (London: Methuen Drama, 1997). 
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Verse Psychology, rather than a constitutive rule of the game. A rhythmical 
performance is a rhythmical performance, however it might have been achieved. 
This first step towards producing such a performance might seem the most 
VWUDLJKWIRUZDUGLW¶VDJDPHRIVSRWWKHGLIIHUHQFH7KH1HXWUDO/LQHSDWWHUQ
LQYROYHVDFHUWDLQDUUDQJHPHQWRIµVWURQJ¶DQGµZHDN¶PHWULFDOSRVLWLRQV 
 
    w-S w-S w-S w-S w-S 
 
The Natural Line pattern will involve a certain arrangement of syllables, with each 
syllable assigned a certain level of speech stress. The patterns either match or 
WKH\GRQ¶W:KLOVWDFFHSWLQg this basic premise, the methodology proposed here 
assumes that the pURFHVVRILGHQWLI\LQJµSHUFHSWXDOSUREOHPV¶ZLWKLQOLQHVRILDPELF
pentameter can be made easier and more systematic and that, as a result, this 
methodology can be used as a tool to train and develop rhythmic competence.  
 
7DNLQJLQVSLUDWLRQIURP/DEDQ¶VGiscussion of Motion Factors, I distil the perceptual 
IHDWXUHVRILDPELFSHQWDPHWHULQWRIRXUFDWHJRULHVRUµ0HWULFDO)DFWRUV¶ 
 
- Bones 
- Joints 
- Muscle Tone 
- Muscle Tissue 
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By discussing verse in terms relating to the physical body I hope to reaffirm the 
importance of the Motion in Poetry Metaphor, with the anatomical terminology 
serving as a constant reminder that the purpose of the metrical analysis is to 
enable rhythmical performances that can be understood and experienced as 
purposeful movements of the human body. The analysis of verse in terms of 
Bones, Joint, Muscle Tone and Muscle Tissue is what I call the Anatomical 
Approach. 
 
Bones: The Neutral Line of iambic pentameter contains ten metrical positions. 
When there is a one-to-one correspondence between metrical positions and 
syllables ± that is, when HDFKPHWULFDOSRVLWLRQLVµRFFXSLHGE\¶RUµPDWFKHGZLWK¶D
single syllable ± then the Natural Line pattern can be described as converging with 
WKHµERQHVWUXFWXUH¶RIWKH1HXWUDO/LQH,IWKHUHLVQRRQH-to-one correspondence ± 
if, for example, the Natural Line has fewer than ten syllables ± then this is 
identified as divergence between the patterns. In the following verse line, the 
Natural Line has only nine syllables and can be understood as leaving the fifth 
PHWULFDOSRVLWLRQµXQRFFXSLHG¶7KHGLYHUJHQFHLVPDUNHG^. Such a construction is 
VRPHWLPHVFDOOHGD³EURNHQ-EDFNHGOLQH´544: 
 
   w---S w----S     w----S    w²S  w---S (Neutral Line) 
   Horrible sight! ± ^  1RZ,VHHµWLVWUXH (Macbeth, 4.1.122)      
 
                                                          
544 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 176. 
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Joints: The Neutral Line pattern has an internal structure governed by a hierarchy 
of perceptual units and subunits: lines, feet, metrical positions. If the Natural Line 
pattern is to converge with that of the Neutral Line, then each metrical boundary or 
µMRLQW¶ZLOOEHPDWFKHGZLWKDOLQJXLVWLFRUSKUDVDOERXQGDU\WKDWLVMXGJHGWREHRI
DQµHTXLYDOHQWUDQN¶'LYHUJHQFHVFDQEHLGHQWLILHGDVWKHRYHU- or under- 
articulation of metrical joints. A Neutral Line joint is over-articulated when it is 
matched with D1DWXUDO/LQHERXQGDU\RIµKLJKHUUDQN¶DQGXQGHU-articulated when 
LWLVPDWFKHGZLWKD1DWXUDO%RXQGDU\RIµORZHUUDQN¶,QWKHIROORZLQJOLQHIRU
H[DPSOHWKHIRXUWKPHWULFDOMRLQWWKHVHFRQGµIRRWMRLQW¶LVPDWFKHGZLWKDKLJKHU
rank of phrasal bouQGDU\WKDQWKHRWKHUµIRRWMRLQWV¶LQWKHOLQHDQGFDQWKXVEH
regarded as being over-articulated. This results in a caesura. The over-articulation 
is marked |.  
 
    w----S   w----S       w---S      w---S   w---S (Neutral Line) 
   Put out the light, | and then put out the light (Othello, 5.2.7) 
 
Muscle Tone: The Neutral Line pattern involves alternating weak and strong 
metrical positions. The Natural Line converges with the Neutral Line when each 
weak position is matched with a relatively weak speech stress and each strong 
position is matched with a relatively strong speech stress. Given that speech 
VWUHVVHVGRQRWWHQGWRRSHUDWHRQDELQDU\V\VWHPRIVWURQJDQGZHDNµFRPSOHWH
FRQYHUJHQFH¶LVXQOLNHO\7KDWLVWRVD\HYHQLQZKDWPLJKWEHFRQVLGHUHGD
convergent line the relative levels of speech stress found in strong and weak 
SRVLWLRQVDUHXQOLNHO\WREHXQLIRUP0RUHµPDUNHG¶GLYHUJHQFHVRFFXUZKHQ
relatively strong speech stresses are matched with weak metrical positions and 
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vice versa. This can give rise to the constructions that, in humanist metrics, are 
GHVFULEHGDVµIRRWVXEVWLWXWLRQV¶,QWKHIROORZLQJOLQHWKHILUVWZHDNSRVLWLRQLV
matched with a relatively strong speech stress and the subsequent strong metrical 
position is matched with a relatively weak speech stress. This is often referred to 
DVDQLQLWLDOµWURFKDLFLQYHUVLRQ¶ 
 
     w----S   w²S    w---S w---S  w----S  (Neutral Line) 
   GALLop apace you fiery-footed steeds          (Romeo & Juliet, 3.2.1) 
 
Muscle Tissue: The Neutral Line paWWHUQLVµVLOHQW¶LQWKHVHQVHWKDWLWLVD
nonverbal construct and does not contain speech sounds. This means that there is 
no sound pattern for the Natural Line to diverge from. The speech sounds of the 
Natural Line, then, cannot be said to converge with or diverge from the Neutral 
Line pattern in and of themselves. Nevertheless, an examination of these speech 
sounds might inform and modify the assessment of divergences within the other 
three categories and might also affect an assessment of the rhythmical 
affordances presented by a particular construction. As an example of speech 
sounds modifying the assessment of another Metrical Factor, strong alliteration 
within a line or sequence of lines might lead us to perceive the alliterative words or 
syllables as having increased prominence. These speech sounds might, therefore, 
be assigned a higher level of stress than they would have been given if their 
alliterative quality had not been taken into account. This modifies the assessment 
of Muscle Tone in the line RUOLQHV,Q-XOLHW¶VOLQHTXRWHGDERYHWKHDOOLWHUDWLYHµI¶
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sounds might be understood as inviting exceptionally high levels of speech 
stress545.  
 
As an example of how speech sounds might affect the assessment of the 
rhythmical affordances, we can look once more at the line taken from Othello. The 
GLYHUJHQFHWKDWKDVEHHQKLJKOLJKWHGLVWKHFDHVXUDIROORZLQJWKHZRUG³OLJKW´7VXU
QRWHVWKDWLQYHUVHOLQHVFRQWDLQLQJDFDHVXUD³WKHOLQHH[HUWVSUHVVXUHIRU
completion but, at one and the same time, for sHJPHQWDWLRQWRR´546: the Neutral 
Line impels the reader to move forwards at the caesura and the Natural Line 
encourages the reader to pause. One way of maintaining the tension between the 
patterns might be to prolong the sound occupying the metrical position at which 
WKHFDHVXUDLQWUXGHVLHE\µVWUHWFKLQJ¶WKHZRUG³OLJKW´WKHDFWRUPLJKWEHDEOHWR
FUHDWHWKHVHQVDWLRQRIµVWRSSLQJ¶ZLWKRXWOHDYLQJDPDUNHGSDXVHEHWZHHQWKH
fourth and fifth positions. The degree to which a particular line affords this 
perceptual solution (and the psychophysical sensations of movement that are 
produced in giving such a performance) will depend on the nature of the speech 
VRXQGWKDWRFFXSLHVWKHPHWULFDOSRVLWLRQ7KHZRUG³OLJKW´GRHVDOORZVRPHVFRSH
for the prolongation of the vowel and for the articulation of the final consonant to 
EHGHOD\HG,IKRZHYHUZHFKDQJHWKHILUVWSDUWRIWKHOLQHWR³3XWRXWWKHELQ´WKH
word now occupying the fourth metrical position is less amenable to such 
manipulation: we now have a short vowel sound instead of a long one. If we try to 
µVWUHWFK¶WKHVRXQGZHHQGXSZLWK³3XWRXWWKHEHDQ´:HPLJKWWKHUHIRUH
                                                          
545 Stress, it should be noted, is not merely a question of amplitude. A sound can also be stressed by way of 
inflection, pitch, duration, and by various combinations of these qualities. It follows that to say a speech 
ƐŽƵŶĚŝƐƐƚƌĞƐƐĞĚĚŽĞƐŶŽƚŵĞĂŶƚŚĂƚŝƚŵƵƐƚďĞƉĞƌĨŽƌŵĞĚůŽƵĚůǇŽƌŽǀĞƌĞŵƉŚĂƐŝƐĞĚ ? ‘ŚŝƚŽǀĞƌƚŚĞŚĞĂĚ ? ? ? 
546 Tsur, Poetic Rhythm, 110. 
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conclude that a rhythmical performance involving the prolongation of the speech 
sound preceding the caesura is not an affordance of the rewritten line.   
 
By examining all four Metrical Factors, the Anatomical Approach allows lines of 
dramatic iambic pentameter to be examined in all of their complexity, and can be 
used to bring every instance of divergence to the attention of the reader. When it 
FRPHVWRWKHVHFRQGVWDJHRI7VXU¶VUK\WKPLFFRPSHWHQFH± that of finding a 
µSHUFHSWXDOVROXWLRQ¶WRWKHµSHUFHSWXDOSUREOHPV¶SUHVHQWHGE\WKHWH[W± the 
Anatomical Approach dispenses with the need for prescriptive appeals to authority 
and avoids the trap of assuming that all lines sharing a particular feature need to 
EHSHUIRUPHGLQVLPLODUZD\VHJµDOOPRQRV\OODELFOLQHVPXVWEHSHUIRUPHG
VORZO\¶(DFKOLQHRUVHTXHQFHRIOLQHVLVMXGJHGRQLWVRZQPHULWVDVDXQLTXH
combination of all four Metrical Factors. Once the perceptual features of a 
FRQVWUXFWLRQKDYHEHHQLGHQWLILHGWKHTXHVWLRQJXLGLQJWKHSHUIRUPHULVQRWµZKDW
GRWKHUXOHVVD\DERXWKRZWRSHUIRUPOLQHVOLNHWKLV"¶EXWµKRZFDQ,SHUIRUPWKLV
particular construction so that the tension between the Neutral and Natural Line 
SDWWHUQVLVHPERGLHGDQGH[SHULHQFHG"¶  
 
A performance must be found in which the divergences are experienced as 
divergences. With a perceivable performance choice identified, the actor has 
further questions WRH[SORUH:KDWDUHWKHSV\FKRSK\VLFDOµVHQVDWLRQV¶RI
movement generated by this performance? (i.e. How can this performance be 
understood and experienced in terms of the Motion in Poetry Metaphor?) Can this 
movement be linked to a Working Action and a dramatic activity? (i.e. Is the 
performance choice playable",VLWµORJLFDODQGFRKHUHQW¶IRUWKLVGUDPDWLF
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character to play this activity within these given circumstances? (i.e. Is the 
performance choice plausible?) 
 
The Anatomical Approach does not present actors and playwrights with a set of 
readymade answers but with a set of practical questions. By asking and answering 
WKHVHTXHVWLRQVRQHPLJKWEHFRPHDµVXFFHVVIXO¶SOD\HURIWKH9HUVH3V\FKRORJ\
Game, forging an experiential link between the construction of dramatic verse and 
the embodiment of dramatic action. 
 
4.2 Bones 
 
The Neutral Line has ten metrical positions: 
 
    w-S w-S w-S w-S w-S 
 
If the Natural Line is to converge with the bone structure of the Neutral Line, we 
need a line of ten syllables, so that each metrical position can be occupied or 
matched with a single syllable. If the number of syllables is anything other than ten 
then we do not have a convergent line of iambic pentameter547. Further 
investigation is required. 
                                                          
547 /ƚŝƐŝŵƉŽƌƚĂŶƚƚŽƌĞŵĞŵďĞƌƚŚĂƚ ?ĞƐƉĞĐŝĂůůǇǁŚĞŶŝƚĐŽŵĞƐƚŽĞǆĂŵŝŶŝŶŐƚĞǆƚƐƐƵĐŚĂƐ^ŚĂŬĞƐƉĞĂƌĞ ?Ɛ ?
ĐĞƌƚĂŝŶǁŽƌĚƐŵĂǇŝŶĐůƵĚĞ ‘ƌĞƐƚŽƌĂďůĞ ?ƐǇůůĂďůĞƐƐƵĐŚĂƐ “ĞĚ ? ?ǁŚŝĐŚŝƐŽĨƚĞŶƉƌŽŶŽƵŶĐĞĚĂƐĂĨŝŶĂůƐǇůůĂďůĞŝŶ
^ŚĂŬĞƐƉĞĂƌĞĂŶƚĞǆƚƐ ?ŶĞǆĂŵƉůĞŝƐZŽŵĞŽ ?ƐƌĞƉĞĂƚĞĚƵƐĞŽĨ ƚŚĞǁŽƌĚ “ďĂŶŝƐŚĞĚ ? ?Đƚ/// ?^ĐĞŶĞ/// ?ǁŚŝĐŚ ?
if treated as a three syllable word, converges with the bone structure of the Neutral Line, whereas a two-
syllable pronunciation would produce a large number of divergences.  
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If there are only nine syllables in the line, for example, it follows that one of the 
1HXWUDO/LQH¶VPHWULFDOSRVLWLRQVLVXQRFFXSLHG7KHILUVWWDVNLVWRHVWDEOLVKZKLFK
of the positions that is. Or, rather, which metrical position we might treat as being 
µXQRFFXSLHG¶LQRUGer to produce a rhythmical performance. A simple way of 
LQYHVWLJDWLQJWKLVLVWRµEHDWRXW¶WKHYHUVHWRLPSRVHDFRQYHUJHQWUHDGLQJRQWR
WKHOLQH,IZHµEHDWRXW¶WKLVQLQH-syllable line from Richard II, for instance: 
 
  Stay, the king hath thrown his warder down.  (Richard II, 1.3.18) 
 
we end up with 
 
  stay-THE  king-HATH  thrown-HIS  war-DER  down ^ 
(^ indicates the unoccupied position) 
 
Treating the tenth position as unoccupied does not produce a satisfactory reading: 
the speech stresses miss all of the syllables we would expect them to emphasise. 
If we assume that it is not the tenth position that is unoccupied but the first, then 
what we get is: 
 
 ^ STAY the-KING  hath-THROWN    his-WAR    der-DOWN 
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This now makes sense. There are some unresolved issues to be addressed (the 
IDFWWKDWWKHZRUG³ZDUGHU´KDVEHHQVSOLWGRZQWKHPLGGOHIRUH[DPSOHEXWLQ
terms of bone structure this seems to be the simplest solution available. Not every 
nine syllable line, however, is best treated as having an unoccupied first position. 
This line, also from Richard II, might serve as an example: 
 
  Your Grace mistakes: only to be brief   (Richard II, 3.3.10) 
 
If we beat it out then we get this: 
 
  Your-GRACE    mis-TAKES:   on-LY    to-BE    brief  ^ 
 
Treating the firsWSRVLWLRQDVXQRFFXSLHGGRHVQ¶WKHOSPXFKHLWKHU 
 
  ^ YOUR    grace-MIS    takes:-ON   ly-TO    be-BRIEF 
 
There is, however, a simple solution:  
 
  Your-GRACE    mis-TAKES:   ^ ON    ly-TO   be-BRIEF 
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Again, there are some unresolved issues that would need to be addressed (the 
H[FHVVLYHVWUHVVRQ³WR´IRUH[DPSOHEXWLQWHUPVRIWKHERQHVWUXFWXUHLWVHHPV
useful to treat the fifth metrical position as being unoccupied.  
 
This same process can be used to identify all divergences within the bone 
structure of the verse line. Some lines may have more than one unoccupied 
position: 
 
  Is goads, ^ thorns, ^ nettles, tails of wasps   
(The WLQWHU¶VTale, 1.2.329) 
 
  ^ Stay: ^ speak: ^ speak: I charge thee, speak    
(Hamlet, 1.1.52) 
 
Some lines may involve strong positions that are treated as being unoccupied: 
   
  You have not sought it? ^ How comes it then?   
(Henry IV, Part I, 5.1.27) 
 
Others may involve Natural Line patterns containing more than ten syllables. Such 
constructions include lines with so-FDOOHGµIHPLQLQH¶RUµWDLOHG¶HQGLQJV,QVXFK
FDVHVDQµH[WUD¶HOHYHQWKV\OODEOHLVDWWDFKHGWRWKHILQDOPHWULFDOSRVLWLRQRIWKH
OLQH7KHGLYHUJHQWV\OODEOHFDQHLWKHUEHWKRXJKWRIDVEHLQJµFRQWDLQHG¶ZLWKLQWKH
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same metrical position as the strong syllable tRZKLFKLWLVDWWDFKHGRUDVµEUHDNLQJ
IUHH¶IURPWKHPHWULFDOSRVLWLRQDQGH[LVWLQJDVDQµH[WUDPHWULFDO¶DQRPDO\ 
 
   w---S  w²S w²S  w---S  w-----S   (Neutral Line) 
 To be, or not to be, that is the ques(tion) (Hamlet, 3.1.56) 
   
Tails can also occur wKHQDQµH[WUDV\OODEOH¶VHHPVWRDWWDFKLWVHOIWRDV\OODEOH
occupying a strong metrical position within the line. Constructions such as the one 
EHORZDUHVRPHWLPHVVDLGWRFRQWDLQDQ³HSLFFDHVXUD´548:  
 
      w-----S    w----S    w------S     w---S      w-------S     (Neutral Line) 
 Wake Duncan with thy knock(ing): I would thou couldst!    (Macbeth, 2.2.73)   
 
When  µH[WUD¶V\OODEOHVDUHVHHQWRDWWDFKWKHPVHOYHVQRWWRVWURQJSRVLWLRQVEXWWR
ZHDNRQHVWKHQWKLVFDQEHWUHDWHGDV³GLV\OODELFRFFXSDQF\´549; that is, as two 
weak stresses both occupying the same metrical position: 
 
    w-----S       w-----S     w---S      w-------S      w-S (Neutral Line) 
  You made (in a) day, my lord, whole towns to fly 
(Henry VI, Part II, 2.1.160)   
                                                          
548 Merriam-Webster Inc, Merriam-tĞďƐƚĞƌ ?ƐŶĐǇĐůŽƉĞĚŝĂŽĨ>ŝƚĞƌĂƚƵƌĞ (Springfield, Mass.: Merriam-
Webster, 1995), 196. 
549 Tsur, Poetic Rhythm, 263. 
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Having identified divergences within the bone structure, we can turn our attention 
to the task of exploring the rhythmical affordances presented by such perceptual 
features. That is, we can begin to consider the ways in which we might incorporate 
such perceptual features into a rhythmical performance of the given line or lines. 
As we have only examined one of the four Metrical Factors we cannot yet hope to 
make a perceivable choice for the line as a whole, but we can begin to explore 
some options. With that in mind, let us return to the example of: 
 
  ^ Stay, the King hath thrown his warder down. 
 
In order to give a rhythmical performance, both the Neutral Line pattern (which 
demands an occupied first metrical position) and the Natural Line pattern (which 
refuses to provide a syllable to occupy the first metrical position) must remain 
µDFFHVVLEOHWRDZDUHQHVV¶7KHDFWRUPXVWH[SHULHQFHWKHGLYHUJHQFHDVVRPH
form of increased tension between the two patterns. If the line is spoken as prose 
then the performer will not feel the divergence of the unoccupied position. If the 
performer is too tyrannical in imposing the metric pattern ± insisting that the 
Natural Line converges with the Neutral Line absolutely ± then the result may be 
something very strange indeed. In fact, short of introducing a kind of stutter: 
 
  st-AY, the King hath  thrown his warder down. 
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,FDQVHHQRZD\RIPDNLQJWKH1DWXUDO/LQH\LHOGFRPSOHWHO\WRWKHµSHUFHSWXDO
IRUFH¶RIWKH1HXWUDO/LQH+RZPLJKWRQHPDNHWKHILUVWV\OODEOH¶VDEVHQFHfelt?  I 
suggest that tKHUHDUHDWOHDVWWKUHHSRWHQWLDOVROXWLRQVWRWKLVµSHUFHSWXDOSUREOHP¶ 
 
The first solution is to perform the opening syllable of the Natural Line so that it 
feels as though it occupies both the first and second positions of the Neutral Line. 
This means SURORQJLQJWKHZRUG³VWD\´GRXEOLQJWKHOHQJWKRIWKHVSHHFKVRXQGLQ
order to regularise the metre, as one might replace a crotchet with a minim in 
PXVLF7KLVKDVWKHSRWHQWLDOWRPDNHERWKSDWWHUQVµDFFHVVLEOHWRDZDUHQHVV¶DQG
is invited as a performance choice by the diphthong, which is amenable to 
µVWUHWFKLQJ¶7KHV\OODELFVWUXFWXUHRIWKH1DWXUDO/LQHLVSUHVHUYHGDQG\HWWKH
WHQVLRQH[SHULHQFHGLQWKHµVWUHWFKLQJ¶RIWKHVRXQGHPERGLHVWKHµUHVLVWDQFH¶WR
this syllable structure exerted by the Neutral Line. The prolongation of the speech 
sound lends itself to the experience of Sustained movement, and the fact that the 
sound being prolonged is a strong speech stress in the line means that the 
movement through this sound is likely to be experienced DV6WURQJLQ/DEDQ¶V
sense) as well. If the movement is Strong/Sustained then the Working Action 
might be either a Press or a Wring.  
 
   w-----S  w----S     w--------S    w----S   w----S (Neutral Line)    
  STA--Y, the king hath thrown his warder down 
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A second solution has been suggested by Peter Groves. The unoccupied metrical 
SRVLWLRQPLJKWEHH[SHULHQFHGDVD³VLOHQWRIIEHDW´550: the inclusion of a pause or 
the equivalent of a musical rest. Given that the unoccupied position is the first of 
the line, simply pausing may not seem to achieve a great deal: how will the pause 
be felt if nothing has come before it? However, one might experience it as the 
Neutral Line pattern having started to move in silence and the first syllable of the 
Natural Line having to µOHDSRQ¶RUµFDWFKKROGRI¶WKHYHUVHOLQHDWWKHODVWPRPHQW
in which case the experiential quality of the divergence is less to do with the pause 
DQGPRUHWRGRZLWKWKHDFWRIµOHDSLQJ¶RUµFDWFKLQJKROG¶7RFDSWXUHWKLVLQ
performance the utterance RIWKHVWURQJVSHHFKVWUHVVZLOOQHHGWREHµVXGGHQ¶
DQGµVKDUS¶DSSHDULQJDVLWZHUHµRXWRIQRZKHUH¶*URYHVGHVFULEHVWKH
H[SHULHQFHRISHUIRUPLQJVXFKDOLQHDVD³MROW´551. A jolting movement is 
Quick/Strong/Direct: a Punching Working Action. There is, however, an important 
GLIIHUHQFHEHWZHHQ³,DVWKHSHUIRUPHUDPEHLQJMROWHGE\WKHYHUVH´ZKLFKLV
SDVVLYHDQG³,DPXVLQJWKHYHUVHWRMROWVRPHRQHRUVRPHWKLQJHOVH´ZKLFKLV
active. If my perceivable choice is also to be playable then I would be well advised 
to favour the latter approach.    
 
  w-------S      w---S      w-------S     w----S   w----S  (Neutral Line) 
   ^   STAY, the king hath thrown his warder down 
 
7KHWKLUGVROXWLRQLVWKHPRVWµ&RQWHQGLQJ¶LQWHUPVRIWKH1DWXUDO/LQH¶VUHVSRnse 
to the demands of the Neutral Line and therefore the most divergent in its delivery 
                                                          
550 Groves, Rhythm and Meaning in Shakespeare, 83. 
551 Ibid., 85. 
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VW\OH5DWKHUWKDQWU\LQJWRµSODFDWH¶WKH1HXWUDO/LQHE\RFFXS\LQJERWKSRVLWLRQV
RUDFNQRZOHGJLQJWKHXQRFFXSLHGSRVLWLRQE\HQDFWLQJDµVLOHQWRIIEHDW¶WKHILUVW
syllable of the line is given an exceptionally high level of speech stress, thus 
drawing attention to the moment of divergence rather than making any attempt to 
PLWLJDWHLW7KLVXWLOLVHVWKHVDPHSULQFLSOHDV7VXU¶VXVHRIWKHµVWUHVVYDOOH\¶WKDW
µIRUHJURXQGLQJ¶WKHGLYHUJHQFHFDQVWUHQJWKHQUDWKHUWKDQZHDNHQWKHJHVWDOWRI
the line. In terms of metrical tension, the emphatic stress can be understood and 
H[SHULHQFHGDVPRPHQWDULO\RYHUFRPLQJWKHµUHVLVWDQFH¶RIWKH1HXWUDO/LQH7KH
1DWXUDO/LQHµVWDPSVLWVDXWKRULW\¶RQWKHYHUVHPDNLQJWKHILUVWPHWULFDOSRVLWLRQ
FRQVSLFXRXVE\LWVDEVHQFH,QWKLVDSSURDFKERWKSDWWHUQVUHPDLQµDFFHVVLEOHWR
DZDUHQHVV¶7KLVRQFHDJDLQVHHPVWROHQGLWVHOIWRD3XQFK± a 
Strong/Quick/Direct movement ± but with a slightly different quality to the Punch 
SURGXFHGE\WKHHQDFWPHQWRIDµVLOHQWRIIEHDW¶:KHUHDVWKH3XQFKGHVFULEHG
previously seems to be dominated by the Motion Factor of Time ± in the sense 
WKDWLWV4XLFNQHVVVWHPPLQJIURPWKHQHHGWRµFDWFKKROG¶RIWKHYerse line at just 
the right moment, is its most noticeable feature ± this Punch seems to be more 
JURXQGHGPRUHµZHLJKW\¶LQWKHVHQVHWKDWWKH1DWXUDO/LQHVHHNVWRLPSRVHLWV
Strength: Weight seems to be the dominant Motion Factor.  
 
   w----S   w----S     w------S       w---S   w----S 
  STAY, the king hath thrown his warder down 
 
This one example of divergence within the bone structure of the line has yielded 
several possibilities for rhythmical performance. It may well be that there are many 
more ways oIµVROYLQJ¶WKHSHUFHSWXDOSUREOHPRIDQXQRFFXSLHGILUVWPHWULFDO
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position. Other divergences in the bone structure will present different rhythmical 
affordances, but the questions for exploring them will remain the same: how might 
I perform the line so tKDWERWKSDWWHUQVDUHPDGHµDFFHVVLEOHWRDZDUHQHVV¶DQGVR
that any divergence is experienced as a shift in the tension between those 
patterns?  
 
In order to make choices about the performance of this line it will first be 
necessary to examine it in terms of the other Metrical Factors. Only then can the 
movement of the line as a whole be taken into account. It then becomes a 
question of considering the line within its dramatic context and assessing the 
perceivable rhythmical affordances of the line in terms of their plausibility and 
playability. 
 
4.3 Joints 
 
The pattern of the Neutral Line is organised on the basis of a perceptual hierarchy 
of units and subunits. This internal structure determines the way in which the 
pattern is articulated. Tsur notes that³$UWLFXODWHQHVVLQSRHWU\LQYROYHVDdouble 
entendre7KHZRUGUHIHUVWRERWKWKHLGHDRIµFOHDUGLVWLQFW¶DQGWKHLGHDRI
µMRLQWHG¶´552. The two meanings are mutually dependent: we maintain the gestalt of 
WKHYHUVHOLQHE\PDNLQJLWµFOHDU¶DQGµGLVWLQFW¶DVZHOODVE\³EUHDNLQJXSDZKROH
LQWRVHJPHQWV´553. The points of articulation in the Neutral Line pattern I refer to as 
joints.  
                                                          
552 Tsur, Poetic Rhythm, 87. 
553 Ibid., 86. 
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The Neutral Line has ten joints: one marking the boundary that closes each of the 
ten metrical positions. Five of these joints, however, are not only positional joints 
but foot joints, which, as they articulate the boundary of a higher ranked subunit, 
ZLOOEHPRUHµPDUNHG¶7KHILQDOIRRWMRLQWLVDOVRWKHline joint separating the end of 
one verse line from the beginning of the next. The line joint has the highest rank in 
1HXWUDO/LQHKLHUDUFK\LVWKHUHIRUHWKHPRVWµPDUNHG¶:HKDYHWKHQWKUHHOHYHOV
of joint articulation within the Neutral Line: at level one is the articulation of the 
positional joints, at level two is the articulation of the foot joints and at level three is 
the articulation of the line joint: 
 
    w-S w-S w-S w-S w-S   
    w-S w-S w-S w-S w-S 
 
Here the three levels of articulation are represented visually: positional joints are 
articulated by dashes, foot joints by spaces and the line joint is articulated by the 
very fact that the verse lines are printed as separate lines of text on the page. 
 
For the Natural Line to converge with the Neutral Line pattern absolutely, it will 
also need to display three levels of articulation with the various levels of linguistic 
and phrasal boundaries occurring at the appropriate points in the verse line. This 
might mean minor syllable boundaries converging with each of the positional 
joints, phonological word boundaries converging with each of the foot joints and a 
PDMRUSKUDVDOERXQGDU\VXFKDVWKHHQGRIDVHQWHQFHRUµWKRXJKW¶FRQYHUJLQJ
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with the line joint. The task of examining the joint articulation of a verse line, then, 
entails looking at the kind of linguistic boundary that coincides with each metrical 
MRLQWDQGFDOOLQJXSRQRQH¶VFRPPXQLFDWLYHOLQJXLVWLFFRPSHWHQFHWRDVNZKHWKHU
WKHUHODWLYHµZHLJKW¶RIWKHERXQGDU\LVFRQYHUJHQWZLWKRUGLYHUJHQWIURPWKH
hierarchical structure of the Neutral Line. If the linguistic boundary and the metrical 
joint seem to be well matched then we can describe the joint as articulated. If the 
OLQJXLVWLFERXQGDU\VHHPVWREHGLYHUJHQWLQWKHVHQVHRIEHLQJWRRµZHLJKW\¶IRULWV
position then we can describe the joint as over-articulated. If the linguistic 
ERXQGDU\LVQRWµZHLJKW\¶HQRXJKWKHQWKHMRLQWFDQEHGHVFULEHGDVXQGHU-
articulated. In the following line we see over-articulation at the joint of the fourth 
metrical position (the second foot joint): 
    
   w---S    w----S         w---S      w---S   w---S (Neutral Line) 
  Put out the light, |   and then put out the light 
 
The phrasal boundary that coincides with the second foot joint is relatively 
µZHLJKW\¶DQGLVRIKLJKHUUDQNWKDQWKRVHPDUNLQJWKHRWKHULQWHUQDOIRRWMRLQWVThe 
under- and over-articulation of metrical joints results in commonly observed 
divergences such as caesurae (the marked over-articulation of an internal joint) 
and enjambment (the under-articulation of the line joint). 
 
Examples of absolute convergence are difficult to find. This is because strings of 
five disyllabic words, constituting a complete phrasal unit without introducing any 
RWKHUµLQWHUPHGLDWH¶SKUDVDOERXQGDULHVDORQJWKHZD\ZLWKHDFKRIWKHZRUGV
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having a dominant syllable as the second of the two, are rare indeed. Some 
examples of lines that come close to such convergence involve lists, such as this 
IURP6KDNHVSHDUH¶V6RQQHW 
 
   w---S     w---S    w-S    w-S     w----S (Neutral Line) 
  Of hand, of foot, of lip, of eye, of brow  (Sonnet106, 6) 
 
And this from Troilus and Cressida: 
 
 
   w----S      w----S     w-----S       w---S     w----S  (Neutral Line) 
  Her eyes, her hair, her cheek, her gait, her voice (Troilus, 1.1.53) 
 
In both examples we seem to have three distinct levels of articulation, with each 
level suited to the Neutral Line joint with which it is matched. The positional joints 
are matched with relatively minor word boundaries, the foot joints with relatively 
major words boundaries and the line joints with phrasal boundaries (in each case 
WKHOLQHMRLQWFRLQFLGHVZLWKWKHHQGRIWKHOLVWLIQRWWKHHQGRIWKHµWKRXJKW¶RU
sentence). In this sense the Natural Line converges with the joint structure of the 
Neutral Line. One might suggest, however, that although the articulation at the foot 
joints is uniform, these joints are all over, or at least heavily, articulated, i.e. the 
level of articulation at the foot joints is higher than the Neutral Line pattern 
demands. Such over-articulation throughout the line may itself be a threat to the 
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integrity of the gestalt. The feet may become so separate from one another that 
the performer ceases to perceive them as subunits of a unified whole. If the 
articulation of the Natural Line boundaries is achieved by leaving marked pauses 
at every comma then the verse line will take too long to be spoken to be perceived 
ZLWKLQDVLQJOHµPHWULFDOPRPHQW¶LHWKHZRUNLQJPHPRU\ZLOOEHXQDEOHWR
SURFHVVWKHYHUVHOLQHDVDVLQJOHµSDFNDJH¶RIDXGLWRU\LQIRUPDWLRQ554. Even such 
seemingly convergent lines, then, may be experienced as giving rise to metrical 
tension that will need to be maintained and managed in giving a rhythmical 
performance. 
 
If the line from Troilus and Cressida is performed with the sense that the 
perceptual force of the Neutral Line impels the reader to move through the foot 
MRLQWVDWDµUHJXODU¶SDFH± that is, at a pace that completes the utterance as an 
approximately three-second unit ± whilst the perceptual force of the Natural Line 
puts pressure on the reader to give greater separation to the phrasal boundaries, 
WKHQZKDWPLJKWEHH[SHULHQFHGLVWKH1DWXUDO/LQHµSXOOLQJEDFN¶DJDLQVWWKH
forward momentum of the Neutral Line. One way of managing this tension might 
EHWRµVWUHWFK¶WKHVSHHFKVRXQGVRIWKHVWURQJPHWULFDOSRVLWLRQVVlightly, so that 
WKHVHQVHRIVHSDUDWLRQDQGµVWRSSLQJ¶HQFRXUDJHGE\WKH1DWXUDO/LQHLVDFKLHYHG
whilst no pauses are left at the foot joints, thus maintaining the forward movement 
of the Neutral Line. This might give rise to the sensation of a Sustained (perhaps a 
Pressing) movement through the line.  
 
                                                          
554 See Chapter 3, section 3.4. 
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Slowing down and pausing are not the only ways of increasing levels of 
articulation. They may well be the easiest ways of achieving increased articulation, 
but if we assume a high level of vocal and articulatory dexterity on the part of the 
SOD\HUWKHQWKHUHLVQRUHDVRQWRVXSSRVHWKDWPRUHµGLIILFXOW¶RUµVRSKLVWLFDWHG¶
VROXWLRQVFDQQRWEHH[HFXWHGVXFFHVVIXOO\2QHRI3HWHU+DOO¶VLQMXQFWLRQVLVWKDW
lines made up of monosyllabic words must be performed slowly555. Hall, whilst 
FRQWLQXLQJWRDVVXPHWKDWWKHFRQVWUXFWLRQLV6KDNHVSHDUH¶VZD\RIµLQGLFDWLQJ¶WKH
correct performance choice, does offer a practical explanation as to why such a 
OLQHPLJKWZDUUDQWVXFKDSHUIRUPDQFH³LIZHWU\WRVSHDNWKLVOLQHquickly and 
WULSSLQJO\LIZHKXUU\LWLWEHFRPHVLQFRPSUHKHQVLEOH´556. In one sense, this can be 
UHJDUGHGDVDQDFFXUDWHGHVFULSWLRQRIWKHµSHUFHSWXDOSUREOHP¶SUHVHQWHGE\WKH
OLQH+HUHLVDIDPRXVOLQHRI2WKHOOR¶V 
 
     w----S    w----S         w------S   w----S   w----S  (Neutral Line) 
  Keep up your bright swords for the dew will rust (them).  (Othello, 1.2.59) 
 
As we are focusing on the joint structure of the verse line we can, for now, pass 
over the divergence in the bone structure (the eleventh syllable of the Natural Line 
FUHDWLQJDµWDLO¶LQVLOHQFH7KHIDFWWKDWHYHU\ZRUGLVPRQRV\OODELFPD\OHDGXVWR
the idea that the line is uniformly over-articulated in the sense that every positional 
joint is matched with a word boundary rather than a mere syllable boundary. More 
noticeable is the fact that some of the positional joints ± those of the first and fifth 
positions ± are matched with major word boundaries. Major word boundaries are 
                                                          
555 Hall, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐĚǀŝĐĞƚŽƚhe Players, 35. 
556 Ibid. 
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relatively high-ranking in the articulatory hierarchy of the Natural Line and there is 
evidence to suggest that, in the flow of everyday speech, we take longer to 
articulate a monosyllabic word than we do to articulate the same speech sound 
when it appears in a polysyllabic word557. This means that, broadly speaking, 
SHRSOHZLOOWDNHORQJHUWRDUWLFXODWHWKHZRUG³EURDG´WKDQWRDUWLFXODWHWKHILUVW
V\OODEOHRI³EURDGO\´+DOOVHHPVULJKWWKHQLQVXJJHVWLQJWKDWZKHQIDFHGZLWKD
line of monosyllabic words, our first instinct is to speak more slowly than we would 
when uttering a string of polysyllabic words. He is also right in suggesting that if 
we gabble through the line quickly and fail to articulate the speech sounds clearly, 
then we lose any sense of the rhythm of the line: the Natural Line falls apart rather 
than hold its own against the forward momentum of the Neutral Line. However, 
actors who have undergone voice training may have spent considerable time and 
effort in trying to achieve high levels of difficult articulation without slowing down. 
Indeed, if the only way of dealing with a text that demands high levels of 
DUWLFXODWLRQLVWRVORZGRZQWKHQDFWRUVPD\IHHOWKDWWKHKRXUVVSHQWUHFLWLQJ³D
EORNH¶VEDFNEUDNH-EORFNEURNH´DWEUHDNQHFNVSHHGZHUHVRPHWKLQJRIDZDVWH
As far as the Verse Psychology GaPHLVFRQFHUQHGWKHUHLVQRµUXOH¶WRSURKLELW
lines of monosyllables being spoken quickly. However, doing so whilst keeping 
ERWKWKH1HXWUDODQG1DWXUDO/LQHSDWWHUQVµDFFHVVLEOHWRDZDUHQHVV¶ZLOOJLYHULVH
to a very different experience of Effort and of movement to a performance in which 
WKH1DWXUDO/LQHµSXOOVEDFN¶DJDLQVWWKHIRUZDUGPRPHQWXPRIWKH1HXWUDO/LQH
The Quickness is likely to be accompanied by Strength, as the speaker has to 
µZRUNYHU\KDUG¶WRDUWLFXODWHWKHOLQHDWSDFH$VHYHUWKHrhythmic competence of 
the actor resides not in his or her willingness and ability to perform the line as 
                                                          
557 James E. Copeland, New Directions in Linguistics and Semiotics (Philadelphia: John Benjamins Publishing, 
1984), 107. 
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someone else has suggested, but in the willingness and ability to identify a 
µSHUFHSWXDOSUREOHP¶DQGSURYLGHDµSHUFHSWXDOVROXWLRQ¶0XOWLSOHDIIRUGances 
mean that similar constructions might be used for different purposes in different 
dramatic contexts.  
 
When one internal joint is markedly over-articulated, this results in a line 
containing a caesura. In the following line we find over-articulation of the foot joint 
at the fourth metrical position: 
   
  w²S w------S        w---S    w---S      w-----S (Neutral Line) 
  If you have tears, | prepare to shed them now  (Julius Caesar, 3.2.167) 
 
Here, we find over-articulation of the foot joint at the eighth metrical position: 
 
  w--S  w--S   w----S    w²S      w----S (Neutral Line) 
  If music be the food of love, | play on (Twelfth Night, 1.1.1) 
 
In the next line quoted, we see not the over-articulation of a foot joint but the 
marked over-articulation of a positional joint, resulting in a caesura at the fifth 
metrical position: 
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   w----S   w-S w-----S  w²S  w-S  (Neutral Line) 
  This other Eden, | demi-paradise  (Richard II, 2.1.42) 
 
A caesura can occur at any of the nine internal joints of the Neutral Line pattern. In 
assessing the potential effect of the caesura on the rhythmical affordances of the 
line, the first questions to ask are to do with how far through the line the caesura 
occurs, the rank of the joint that is being over-articulated and the internal 
structures of the new perceptual subunits (hemistichs) produced by the caesura. 
 
Within the Neutral Line of iambic pentameter there is no obligatory caesura and 
nowhere for a caesura to be introduced that can create two equal hemistichs. The 
closest one can get to splitting a line of iambic pentameter down the middle 
(without also splitting a foot down the middle) is to introduce a caesura at either 
the fourth or the sixth metrical position. In preserving the integrity of the line as a 
unit, a fourth position break seems to have certain advantages over one in the 
sixth position. Tsur explains that it is easier to maintain the sense of a complete 
XQLWLI³ZKHQWZRRUPRUHFR-ordinate items follow one another, the longer member 
FRPHVODVW´558. This is because the shorter section takes less mental space to 
SURFHVV3XWWLQJWKHVKRUWHUPHPEHUILUVWHQDEOHV³WKHOLVWHQHUWRKDQGOHWKH
preliminary processing of this member, while new information is still presented to 
KLPE\WKHVSHDNHU´559.  
 
                                                          
558 Tsur, Poetic Rhythm, 117. 
559 Ibid. 
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7KLVµSHUFHSWXDOSUHIHUHQFH¶IRUWKHVKRUWHUKHPLVWLFKWRFRPHILUVWIHHGVLQWR
7VXU¶VQRWLRQRIPHWULFDO³UHTXLUHGQHVV´560. Any caesura is a source of tension 
ZLWKLQWKHYHUVHOLQHEHFDXVH³WKHOLQHH[HUWVDSUHVVXUHIRUFRPSOHWLRQXSRQZKLFK
WKHFDHVXUDREWUXGHV´561. However, because a longer first hemistich puts 
increased strain on the Working Memory, a later caesura will generate a higher 
OHYHORIµUHTXLUHGQHVV¶WKDWLVLIWKHSHUIRUPHULVDFWLYHO\HQJDJHGLQWU\LQJWR
maintain the gestalt of the verse line, he or she will feel a stronger compulsion to 
complete the line quickly when dealing with late caesura placement. One of the 
PRVWWKRURXJKVWXGLHVRIµSDXVHSDWWHUQV¶ZLWKLQLDPELFSHQWDPHWHULVWKDW
provided by Ants Oras562. When it comes to caesura placement, Oras draws a 
VLPLODUFRQFOXVLRQWR7VXU¶V³$IWHUDOLQHKDVDFKLHYHGDFHUWDLQPRPHQWXPIRU
ZKLFKVSDFHLVQHHGHGDSDXVH«FXWWLQJLQWRWKHYLJRURXVUK\WKPLFDOPRYHPHQW
strikes the reader or listener with greater unexpectedness and seems more 
HPSKDWLF´563. This gives us good reason to assume that a fourth position joint is 
VOLJKWO\µHDVLHU¶WRKDQGOHWKDQRQHLQWKHVL[WKSRVLWLRQ2UDV¶REVHUYDWLRQVXJJHVWV
than a joint earlier in the line than the fourth position might have problems of its 
RZQµVSDFHLVQHHGHG¶IRU the momentum of the line to be established.  
 
The idea of over-articulation impeding the forward momentum of the Neutral Line 
has been discussed already and provides an easier way for the nature of the 
µSHUFHSWXDOSUREOHP¶WREHXQGHUVWRRGWKDQGRHVDQH[SODQDWLRQEDVHGRQ7VXU¶V
discussion of the cognitive processes involved. For the rhythmical performer, the 
                                                          
560 Ibid., 86. 
561 Ibid., 109. 
562 Ants Oras, Pause Patterns in Elizabethan and Jacobean Drama: An Experiment in Prosody (Gainesville: 
University of Florida Monographs, 1960). 
563 Ibid., 16. 
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caesura must be marked one way or another, otherwise the performance will fail to 
do justice to the pattern of the Natural Line. One way of marking the caesura is to 
include a pause, which is likely to be experienced as resisting the forward 
momentum of the Neutral Line. The greater the forward momentum of the line up 
until the caesura, the more effort it will require to suspend or slow that momentum. 
The later in the line the caesura occurs, the more opportunity the line will have had 
to gain that momentum. This may result in a rhythmical performance in which the 
movement of a short hemistich following a late caesura is notably Strong/Quick; 
bursting forth from a brief pause that tries and fails to hold back the powerful 
forward current of the Neutral Line. If the actor wishes to reject this rhythmical 
performance ± perhaps because it does not lead to a plausible and playable 
choice within the dramatic context ± then other options may be available. The 
actor might find a way of marking the caesura without leaving a pause ± a terminal 
SLWFKFRQWRXURUµIDOOLQJLQIOHFWLRQ¶SHUKDSV± thereby creating a performance that 
produces different sensations of movement. The construction might afford 
opportunities to resist the forward momentum of the Neutral Line at earlier points, 
SUHYHQWLQJWKHµSUHVVXUHIRUFRPSOHWLRQ¶IURPEXLOGLQJXSWRWKHVDPHGHJUHHDQG
thereby allowing greater opportunity for a Sustained movement in the final portion 
RIWKHOLQH7KHRQO\UHVWULFWLRQRQWKHSHUIRUPHU¶VFUHDWLYLW\LVWKDWVRPHIRUPRI
µSHUFHSWXDOVROXWLRQ¶LVSURYLGHGWRWKHVSHFLILFµSHUFHSWXDOSUREOHPV¶SUHVHQWHGE\
the particular line or lines. 
 
For a joint of the Neutral Line to be matched with a caesura is, in terms of the 
perceptual hierarchy or units and subunits, a promotion for the joint in question. To 
return to the example of: 
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  Put out the light, | and then put out the light 
 
The joint at the fourth metrical position has gone from being in charge of a single 
Neutral Line foot to being the head of a whole hemistich within the integrated 
gestalt of the verse line. Notable, however, is the fact the promoted joint has only 
moved up in the pecking order by one rank. The authority of the feet is not unduly 
challenged. If, in contrast, the promoted joint is not a foot joint but a mere 
positional joint then the challenge to the perceptual hierarchy of the Neutral Line 
has the potential to be much more disruptive: 
 
  On this side my hand, | and on that side yours  (Richard II, 4.1.183) 
 
The positional joint at the fifth position has been promoted above its station. When 
a foot joint is over-articulated it is relatively easy to articulate the caesura whilst 
continuing to give µZHLJKW¶WRWKHUHPDLQLQJIRRWMRLQWVRIWKHOLQH+HUHWKHLQWHJULW\
of the third foot has been compromised. Any attempt to maintain the regular 
articulation of the foot joints will jeopardise the integrity of the newly-formed 
hemistichs, which now outrank the feet in the perceptual hierarchy of the verse line 
gestalt. Should the foot joints be treated as yielding to the new order or as 
resisting it? The former option will mean that our sense of the neatly ordered, 
regularised internal structure of the Neutral Line is diminished. The gestalt of the 
verse line can survive this, with the irregular hemistichs still providing a relatively 
µVLPSOH¶VWUXFWXUH7KHWHQVLRQFDQEHPDLQWDLQHGLIWKHSHUIRUPHUFRQWLQXHVWR
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PDNHWKHIRRWMRLQWVWUXFWXUHµDFFHVVLEOHWR DZDUHQHVV¶IHHOLQJHDFKMRLQW\LHOGDV
the Natural Line flows through it. Such relaxation of the foot joints seems to involve 
greater fluidity in the movement of the line ± a greater degree of Free Flow ± and 
the irregularity of the hemistichs suggests a movement through space that is both 
concave and convex ± a Flexible movement. The authority of the metrical feet may 
be undermined, not only by the promotion of positional joints but by the under-
articulation of their own perceptual boundaries. In the following line from Richard II 
there is under-articulation at all of the internal foot joints and a caesura at the fifth 
metrical position: 
 
    w----S   w---S   w----S   w---S    w---S  (Neutral Line) 
  This oth~er Ed~en, | de~mi-par~adise, 
 
In such circumstances, the actor may want to make performance choices in which 
the Neutral Line is felt to yield to the flow of the Natural Line. In other 
circumstances, there may be great benefit in using the Neutral Line structure to 
fight back, forcing the Natural Line ± if it is to insist upon Flexibility ± to yank the 
joints almost out of their sockets: 
 
  You cat~aracts and hurr~ican~oes |  spout ~ (King Lear, 3.2.2) 
 
When foot joints are under-articulated there is a range of perceivable performance 
choices available to the actor. The Neutral Line joints might be treated as yielding 
to the Natural Line. Alternatively, the Neutral Line pattern might contend with the 
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disruption, dragging the Natural Line in the direction of convergence, stretching 
and slowing those speech sounds that try to usurp the authority of the joint 
structure. Or, perhaps, the speech sounds of the Natural Line might resist being 
VWUHWFKHGWRWKHH[WHQWWKDWWKHVRXQGVDUHH[SHULHQFHGDVµEXUVWLQJWKURXJK¶WKH
would-be barriers of the foot joints. Every divergence between the two patterns is 
an opportunity for performers to exercise their creativity; having brought to 
attention the ways in which the patterns might move individually, the task of the 
performer is to make those patterns dance.  
 
Let us return to the example explored in the previous section: 
 
  ^ Stay, the king hath thrown his warder down 
 
We began by looking at the bone structure of the line, noting several possibilities 
for handling the unoccupied first metrical position of the line. If we now examine 
the joint articulation, we see further divergences between the Neutral and Natural 
Line patterns. There is a marked phrasal boundary articulating the first foot joint 
(the second metrical position) and the fourth foot joint (the eighth metrical position) 
is under-articulated: 
 
  w---S        w----S    w------S       w---S     w------S (Neutral Line) 
   ^ Stay, |  the king hath thrown his war~der down  
 
214 
 
7KHSRVVLELOLW\RIDµVWRS¶VRHDUO\LQWKHOLQHFRXOGEHXVHGWRDGGWRWKHVHQVHRID
6WURQJ4XLFNµMROW¶HQJHQGHUHGE\WKHXQRFFXSLHGILUVWSRVLWLRQ7KHµUHDGLQHVVWR
VWRS¶GLVSOD\HGLQVXFKDFKRLFHDGGVDIXUWKHUGHJUHHRI%RXQG)ORZ7KHHDUO\
position of the caesura means that the pressure to continue at the break stems not 
from built-up momentum but from the danger that the first syllable could feel 
extrametrical, with the four-foot second hemistich sizable enough to hold its own 
DVDµPHWULFDOPRPHQW¶$VXGGHQFOHDUEUHDNLQWKHOLQHFRXOGEHDFKLHYHGE\D
glottal stop. Alternatively, if the performer chose to deal with the unoccupied 
SRVLWLRQE\VWUHWFKLQJWKHILUVWV\OODEOHWKHQDFDHVXUDPDUNHGE\DQµHODERUDWH¶
WHUPLQDOSLWFKFRQWRXUPLJKWEHXVHGWRLQFUHDVHWKHVHQVHRIµSXOOLQJEDFN¶DWWKH
beginning of the line. 
 
At the eighth position, given the relatively strong articulation of the line up until this 
point, the possibility of the foot joint yielding completely to the forward movement 
of the word strikes me as unlikely. Other possibilities include the resistance offered 
by WKHIRRWMRLQWEHLQJXVHGWRSURORQJWKHILUVWV\OODEOHRI³ZDUGHU´DVLWSXVKHVLWV
ZD\WKURXJKWRWKHQLQWKSRVLWLRQRUWKHZRUGµFUDVKLQJWKURXJK¶WKHEDUULHURIWKH
foot joint. The last of these seems to require either a good build of momentum up 
until the resistant joint or a sudden swell of strength in the eight position. I return to 
this line and these possibilities in the next section. 
 
4.4 Muscle Tone 
 
The Neutral Line has a pattern of alternating weak and strong positions. The 
speech stress patterns of the Natural Line can converge with and diverge from this 
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structure in a significant number of different ways: Brian Boyd calculates 59,049 
SRVVLEOHYDULDWLRQV³VRPHRIFRXUVHZLOGO\PRUHLPSUREDEOHWKDQRWKHUV´564). Part 
of the reason for this is that levels of speech stress do not fall into the neat binary 
opposition of weak and strong presented by the Neutral Line and so one of the 
questions for any system of metrical analysis is how many different levels of 
speech stress to acknowledge. I allow for five levels. Three of these are common 
to most metrists and will be marked as follows: 
 
  x =     weak stress 
  \    = intermediary stress 
  / = strong stress 
 
To these I add a second intermediary level of stress marked with a capitalised X ± 
this is a speech stress that is somewhat stronger than x but not prominent enough 
to warrant \ ± and a higher level of stress marked //. Wherever possible, I will stick 
to the familiar three-level system. Even using a system of five rather than two or 
three levels of speech stress is somewhat reductive: not every speech stress 
marked / will receive the same level of prominence within an utterance. However, I 
hope that these levels allow for sufficiently fine distinctions for the notation to be 
adequately detailed whiOHQRWXVLQJVRPDQ\GLIIHUHQWµKLHURJO\SKV¶DVWRUHQGHU
the reading unreadable.  
 
                                                          
564 Boyd, Why Lyrics Last, 37. 
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6WUHVVDV,XVHWKHWHUPKHUHGRHVQRWVLPSO\UHIHUWRµORXGQHVV¶3URPLQHQFHFDQ
be achieved through amplitude but also through the use of acoustic cues such as 
³LQWRQDWLRQDOLQIOHFWLRQSLWFKGXUDWLRQ´565. There is significant crossover between 
the vocal devices employed to achieve stress and those used to achieve clear-cut 
DUWLFXODWLRQDSURPLQHQWVRXQGZLOORIWHQEHSHUFHLYHGDVµVHSDUDWHG¶IURPLWV
surroundings, and a sound that is clearly articulated will often be perceived as 
prominent. There is also a connection in that, as we have discovered in discussing 
7VXU¶VQRWLRQRIWKHµVWUHVVYDOOH\¶GLYHUJHQWVWUHVVSDWWHUQVFDQEHLQFRUSRUDWHG
into the gestalt of the verse line through the creation of rhythmical figures. A 
UK\WKPLFDOILJXUHFDQEHUHJDUGHGDVDµV\QWKHWLF¶SHUFHSWXDOVXEXQLW± that is, as a 
subunit that is engendered by the interaction of the Neutral and Natural Line 
patterns ± and, as such, will need to be incorporated into the articulatory pattern of 
a rhythmical performance, affecting the joint structure just as much as the muscle 
tone of the verse line. In the following example: 
 
   w---S   w----S      w-----S      w-----S     w----S  (Neutral Line) 
    x   /     x      /       x       /       //       x      x     // 
%XWOHWWKHIDPaLVK¶GIOHVK[slide from~the bone] (Timon, 4.3.531) 
 
WKHFUHDWLRQRIDUK\WKPLFDOILJXUHµVWUHVVYDOOH\¶DOVRFUHDWHVDSRWHQWLDOFDHVXUD
at the sixth metrical position, though this need not be marked by a significant 
pause. The emphatic grouping of the figure and the relatively minor word boundary 
at the eighth position also invites the under-articulation of the fourth foot joint. The 
choice of emphatic stress at the seventh position arises from the need for the 
                                                          
565 Tsur, Poetic Rhythm, 8. 
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divergent speech stress to overcome ± WRPRPHQWDULO\µVQDS¶DQGEUHDNIUHHIURP
± the resistance of the Neutral Line (which would, given half a chance, supress a 
strong speech stress at that point in the line). Once that choice has been made, 
the emphatic stress at the tenth position seems almost inevitable as the voice 
µVZHHSVWKURXJKWKHYDOOH\¶WRUH-converge with the Neutral Line, finally and 
forcefully at the tenth metrical position.  
 
All else being equal, the rhythmical figure of the stress valley ± a common 
occurrence in lines of iambic pentameter ± seems to engender a sensation of 
)OH[LEOHPRYHPHQWµFXUYLQJ¶DZD\IURPWKH1HXWUDO/LQHSDWWHUQ7KHTXHVWLRQLV
ZKHWKHULWµVQDSV¶WKHWHQVLRQRUZKHWKHULWµZRUNVWKURXJKLW¶,QWKHIRUPHUFDVH
the divergent pattern will need to be sharply articulated, separating and 
foregrounding the rhythmical figure. Strength is needed to enforce this separation 
and the need to complete the figure before the Neutral Line pattern re-exerts itself 
seems to compel the movement to be Quick. Flexible/Strong/Quick is a Slashing 
Working Action. If the articulation of the pattern is less clear-cut, i.e. if the onset of 
WKHGLYHUJHQWSDWWHUQUHVLVWVEXWGRHVQRWµVQDS¶WKHWHQVLRQZLWh the Neutral Line, 
WKHQWKLVFUHDWHVZKDW,VKDOOFDOODµJURXS¶UDWKHUWKDQDILJXUH+HUHWKH4XLFN
onward rush is impeded by the ongoing exertions of the Neutral Line, drawing the 
rhythmical group back towards convergence. If the Neutral Line is allowed to be 
WRRGRPLQDQWWKHQWKHGLYHUJHQWSDWWHUQZLOOEHORVWDOWRJHWKHU³VOLGHV-FROM the-
%21(´EXWLIWKHGLYHUJHQFHKROGVLWVRZQWKHQWKHSDWWHUQPLJKWEHUHDOLVHGDVD
:ULQJ7KHDIIRUGDQFHRID6ODVKLQJPRYHPHQWPLJKWEHXWLOLVHGLQ-XOLHW¶V 
   
 
218 
 
  [Gallop~apace], you fi~ery-foot~ed steeds 
 
7KHHPSKDWLFUK\WKPLFDOILJXUHIROORZHGE\WKHZRUGVRIWKH1DWXUDO/LQHµEXUVWLQJ
WKURXJK¶WKHIRRWMRLQWVDWWKHVL[WKDQGHLJKWKSRVLWLRQVPLJKWEHXVHGWRHPERG\
Strong/Quick/Flexible movement throughout the line, with the Slashing of the 
verse whipping the reluctant horses to the West. This is not the only way of 
performing the lines but it is a perceivable choice.  
 
Not every divergence in the muscle tone of a verse line seems to require the 
creation of a rhythmical figure. This is primarily a question of whether the 
GLYHUJHQFHFDQEHµFRQWDLQHG¶E\WKH1HXWUDO/LQHVWUXFWXUHRUGHPDQGVWKH
reorganisation of the gestalt. If an alternating pattern of relatively weak and strong 
stress can be maintained, then ± all else being equal ± the foot joints should be 
able to cope with the strain. In some cases, a convergent delivery style might, with 
some effort, drag potentially divergent stresses back into line. In others, the 
performer might actively choose a divergent delivery style. 
 
3HWHU*URYHVKLJKOLJKWVDFRQVWUXFWLRQFDOOHGD³JROGHQOLQH´566. This construct 
sees strong stresses occupying the second, sixth and tenth positions with 
relatively weak stresses occupying the fourth and eighth. The following lines are 
examples: 
 
                                                          
566 Groves, Rhythm and Meaning in Shakespeare, 63. 
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  Mine ear is much enamoured of thy note    (A 0LGVXPPHU1LJKW¶V'UHDP, 3.1.132)   
 
  My bounty is as boundless as the sea  (Romeo and Juliet, 2.2.133) 
 
  The quality of mercy is not strained  (Merchant of Venice, 4.1.182) 
 
Groves credits this consWUXFWLRQZLWK³DSHFXOLDUO\HYHQRUGHUHGDQGWUDQTXLO
UK\WKP«XVHGWRVXJJHVWVLPSOLFLW\DQGVHUHQLW\´567. Wright, however, observes 
VLPLODUVWUXFWXUHVLQ&KDXFHU¶VYHUVHDQGFRPPHQWVRQWKHVSHHGZLWKZKLFKVXFK
lines move and on the fact that this swift mRYHPHQWWKURXJKWKHµGHPRWHG¶VWURQJ
SRVLWLRQVPLJKWWKURZH[WUDµZHLJKW¶RQWRWKHUHPDLQLQJVWUHVVHVRIWKHOLQH568. If we 
DSSO\VRPHRIWKHSULQFLSOHVWKDWZHKDYHEHHQH[SORULQJKHUHERWK*URYHV¶
µVHUHQH¶PRYHPHQWDQGWKHIDVW-flowing movement observed by Wright become 
available to the performer. 
 
I have noted that there is a degree of crossover between the vocal devices used to 
achieve stress and those that are used for articulation. If the relatively weak 
syllables in the fourth and eighth positions are lengthened slightly, they become 
prominent enough to appear convergent with the strong metrical positions they 
occupy. At the same time, their relative quietness replaces the regular march of 
high amplitude stress with a softer, more Flexible sense of undulation. 
Lengthening will also give a degree of articulation to the foot joints, avoiding the 
                                                          
567 Ibid. 
568 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 21. 
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need for the emphatic grouping of rhythmical figures. Such 
Sustained/Flexible/Free movement leads to Floating and Wringing Working 
Actions. If, on the other hand, both stress and articulation are denied to the weaker 
syllables, then the creation of rhythmical groups and figures seems more likely, 
with the voice racing through the line, breaking free of the Neutral Line in the 
divergent patterns and then giving emphatic stress and articulation to those 
syllables that are able to affirm the metre. This lends itself more readily to 
sequences of Flicks and Slashes than it does to Floats and Wrings. Actors will 
base their decisions not on the affordances of the verse viewed in isolation but on 
how those affordances might be useful within a particular dramatic context.  
 
If we turn once more to the example of: 
 
  Stay, the king hath thrown his warder down 
 
we find that, in terms of its muscle tone, the line is fairly convergent. In fact, the 
main divergences may result not from the stress pattern itself, but as by-products 
of perceptual features that have been noted in earlier descriptions. The 
performance choice relating to the unoccupied first position might throw extra 
prominence onto the stressed syllable in the second and the choice relating to the 
under-articulated fourth foot joint might similarly throw extra prominence onto the 
stressed syllables in the eighth and tenth, with the extra stress on the tenth 
ensuring that the articulatory effort dedicated to the previous stress (if that syllable 
LVQRWLFHDEO\µVWUHWFKHG¶GRHVQRWRYHUVKDGRZWKHOLQH-ending: 
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   w---S      w---S      w------S       w----S   w-----S  (Neutral Line) 
        //       x     /       x        /        x     //     x     // 
  ^ Stay, | the king hath thrown his war~der down 
 
We may have reason to modify this analysis further when we have taken the fourth 
Metrical Factor into consideration.  
 
4.5 Muscle Tissue 
 
In examining the muscle tissue of a verse line, our interest is in the way that the 
speech sounds of the Natural Line might modify our analysis of the other Metrical 
Factors, shape the rhythmical affordances that the construction presents and 
guide our choices between those affordances. This final Metrical Factor is different 
in kind to the previous three. It cannot, in itself, be either convergent or divergent. 
Its appreciation rests on having brought other perceptual features to attention and 
so, to an even greater degree than the features discussed thus far, it is best 
understood on a case-by-case basis. 
 
One of the ways in which the muscle tissue of the line might modify our analysis is 
when repeated speech sounds give extra prominence to certain syllables, thereby 
inviting a higher level of speech stress. Strong alliteration is one device that might 
shape our reading in just such a way: 
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  Gallop apace, you fiery-footed steeds 
 
The alliterative /f/ sounds might afford multiple uses, amenable to increases in 
both amplitude and duration, but their prominence insists that their presence 
VKRXOGEHIHOW6SHHFKVRXQGSDWWHUQVZLOOSOD\WKHLUSDUWLQVKDSLQJDQDFWRU¶V
articulation of a line, with crisp final consonants offering different opportunities to 
long open vowels. The former might be taken as an invitation for Strong/Direct 
movements from one joint to the next, whereas the latter may encourage 
articulation through marked deceleration and elaborate pitch contours.   
 
The relative difficulty or ease of articulation ± not of the joint structure necessarily 
but of the sound patterns themselves ± will have a marked effect on our 
DSSUHFLDWLRQRIWKH0RWLRQ)DFWRURI)ORZ)UHH)ORZLVGHVFULEHGDVD³VWUHDPLQJ
XQDUUHVWDEOHIOXLGLW\RIPRYHPHQW´569 ZKHUHDV%RXQG)ORZGLVSOD\VD³FRQVWDQW
readinesVWRVWRS´570. In the rhythmical performance of verse, the sensation of 
Flow will be affected by the degree to which the speech sounds encourage fluidity 
of voice and breath ± through resonant long vowels, diphthongs, liquids and 
sonorants ± and the degree to which the voice and breath are forced to stop and 
strain by harsh consonant clusters, dentals, plosives and fricatives.  
 
If we return once again to the line from Richard II: 
                                                          
569 Rudolf Laban and William Carpenter, cited in Fettes, A Peopled Labyrinth, 332. 
570 Ibid., 331. 
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  Stay, the king hath thrown his warder down 
 
The long vowel of the first syllable and its lack of a nice, crisp final consonant 
affect the choices we might make for dealing with the unoccupied first position. 
The option of lengthening the speech sound in order to create a sense of its 
occupying both positions seems like a strong contender. This would not only deal 
with the divergent bone structure, the increased duration of the sound would help 
to address the over-articulation of the first foot joint. The option of the Strong/Quick 
µMROW¶LVE\QRPHDQVGLVFRXQWHGKRZHYHU7KHODFN of a final consonant would 
mean that the foot joint would have to be articulated by a marked pause, a steeply 
falling pitch contour or by a glottal stop that would strangle the sound and impede 
any sense of Free Flow. 
 
At the fifth position we find another example of how the muscle tissue of a line can 
modify our reading of it. The positional joint is matched by abutting speech 
VRXQGV³KDth thURZQ´,IWKHUHDGHULVWRDYRLGVOXUULQJWKHZRUGVWRJHWKHUWKHQWKLV
QHFHVVLWDWHVD³KLDWXV´571 and, as a result, the positional joint might be considered 
over-articulated.   
 
The under-articulated joint at the eighth position is marked by a long vowel 
IROORZLQJWKHUHODWLYHO\µVRIW¶VRXQGRIWKHYRLFHGODELR-velar approximant. This 
combination affords prolongation but does not naturally seem to lend itself to the 
                                                          
571 Beum and Shapiro, The Prosody Handbook, 84. 
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NLQGRI4XLFNIRUZDUGPRWLRQWKDWPLJKWµEXUVW¶WKURXJKWKHIRRWMRLQW7KHVHFRQG
syllable of the word, intruding into the final foot, might also need careful handling. 
The schwa, unaccompanied, at least in a Standard English pronunciation, by a 
closing consonant, might easily under-articulate the word boundary, resulting in 
VRPHWKLQJFDOOHGµZDUGHUGRZQ¶DGLVWDQWFRXVLQRIHLGHUGRZQEHLQJWRVVHGDERXW
the place by the royal hand of Richard. The actor may, therefore, have to employ 
some of the tools of over-articulation to ensure that the word boundary is 
preserved. 
 
With a survey of the muscle tissue of the line added to the analysis we can now 
begin to make some performance choices. One of the options for dealing with the 
unoccupied first position is to enact a silent offbeat, creating the sensation of 
µOHDSLQJRQWR¶RUµJUDEELQJKROGRI¶WKHYHUVHOLQHDVLWEHJLQVWRPRYH7KLVLV
followed by the over-articulation of the first foot boundary, possibly by means of a 
glottal stop, thus mitigating the need for a marked pause that might, in such an 
early position, compromise the integrity of the verse line gestalt. The long second 
hemistich begins with a convergent, articulated foot and is followed by one that is 
over-articulated at the positional boundary. This over-articulation does not appear 
to be so pronounced as to break the line or diverge from the organisational 
structure of the metrical feet. However, it may give slight additional prominence to 
the syllDEOHLQWKHILIWKSRVLWLRQDQGFUHDWHDVHQVHRIWKH1DWXUDO/LQHµSXOOLQJEDFN¶
against the forward movement of the Neutral Line. The under-articulation of the 
IRXUWKIRRWMRLQWPLJKWEHDFKLHYHGE\µVWUHWFKLQJ¶WKHVSHHFKVRXQGLQWKHHLJKWK
position. The final foot might also be slowed by the over-articulation of its internal 
positional joint. A rhythmical performance based on this blueprint seems to 
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engender a two part movement: an initial Punch (Strong/Direct/Quick) followed by 
a Press (Strong/Direct/Sustained). 
   
        //         x     /      X         /        x     //      x     // 
   ^ Stay, | the king hath_thrown his ward~er_down 
 
 
Such a reading may not be the only one available to the actor, but it would 
constitute a perceivable performance choice. I submit that this is also a plausible 
and a playable performance choice. The speaker, the Lord Marshal, has the 
urgent task of stopping the fight that is about to take place between Mowbray and 
Bolingbroke. The cue for his action is the throwing dowQRIVDLGµZDUGHU¶E\.LQJ
Richard. The two combatants have already stepped forward and the king 
LQWHUYHQHVDWWKHYHU\ODVWPRPHQW7KH/RUG0DUVKDO¶VLPPHGLDWHQHHGWKHQLV
WRKDOWWKHVHPHQDWDUPV7KHDFWLYLW\µWRKDOW¶DWWDFKHGWRD3XQFKLQJ:RUNLQg 
$FWLRQRIVD\µJUDEELQJ¶RUµ\DQNLQJ¶LVplayable and seems to be logical and 
coherent for the character in the scene. Given that the two men have been baying 
IRURQHDQRWKHU¶VEORRGWKLVLQLWLDO3XQFKPLJKWEHIROORZHGLPPHGLDWHO\E\DQ
activity such DVµWRVXEGXH¶RUµWRFKDVWHQ¶ZLWKD3UHVVLQJ:RUNLQJ$FWLRQ7KLVLV
certainly playable and also seems plausible within the dramatic context. We have, 
then, a candidate for a plausible, perceivable and playable acting choice: a 
rhythmical performance in which the verse and the action are linked by an 
embodied understanding of the Motion in Poetry Metaphor.    
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Chapter 5: Playing the Game 
 
 
 
5.1 Playing the Game 
 
 
,QWKLVFKDSWHU,EXLOGRQP\SUHYLRXVDQDO\VLVE\RIIHULQJH[DPSOHVRIDQµDFWRUO\
approacK¶572 to lines of Shakespearean dramatic verse. I apply the analytical tools 
of the Anatomical Approach, and the principles of the Verse Psychology Game 
and the Motion in Poetry Metaphor, to make plausible, perceivable and playable 
choices. These examples arHQRWLQWHQGHGDVµFRUUHFW¶LQWHUSUHWDWLRQVEXWDVP\
own personal readings, using the theories and techniques that I have developed. 
7KURXJKRXWWKLVFKDSWHUDQGWKHQH[W,PDNHH[WHQVLYHXVHRI³VHOI-GHVFULSWLRQ´573 
to record my experiences of working within the framework of the Verse Psychology 
Game. Sections based on notes taken at the time of carrying out these 
investigations are presented in shaded text boxes. 
 
If I can play the game successfully using Shakespearean text, then this has a 
number of important connotations:  
- It demonstrates that by playing the Verse Psychology Game it is possible to 
establish and maintain a mutually-UHLQIRUFLQJµV\PELRWLF¶UHODWLRQVKLS
between the rhythms of dramatic verse and the tempi of dramatic action.  
                                                          
572 Ǉ ‘ĂĐƚŽƌůǇĂƉƉƌŽĂĐŚ ?/ŵĞĂŶƚŚĂƚ/ĞǆĂŵŝŶĞƚŚĞǀĞƌƐĞĨƌŽŵƚŚĞƉĞƌƐƉĞĐƚŝǀĞŽĨŵĂŬŝŶŐƉůĂƵƐŝďůĞ ?
perceivable and playable performance choices. I do not mean to suggest that the detailed analysis offered 
in this chapter is a suitable model for actors to use in their own practical work. 
573 Smith and Dean, Practice-Led Research, 25. 
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- It shows that the Anatomical Approach can be an effective tool for metrical 
analysis, and that playing the game using this approach might therefore be 
a useful training exercise to expand the rhythmic competence and 
µVHQVLWLYLW\¶RIWKHSOD\ZULJKW-as-gamewright. 
- It suggests that it should be possible to compose, revise and evaluate 
original dramatic verse on the basis of its performative potential.  
- It lays the foundations for a new approach to interpreting metrical dramatic 
verse for performance.  
 
Playing the game successfully with this text does not imply that this approach is 
µDXWKHQWLF¶QRUWKDWDOWHUQDWLYHDSSURDFKHVDUHµZURQJ¶RUµLQIHULRU¶-XVWDVWKH
activities I ascribe to lines are choices rather than prescriptions, so the decision to 
play the Verse Psychology *DPHXVLQJ6KDNHVSHDUH¶VYHUVHLVLWVHOIDFKRLFH$
broader discussion of the relative merits of non- or anti-Stanislavskian approaches 
to Shakespeare is beyond the scope of this study.  
 
In order to give a detailed account of my analysis it is necessary to focus on a 
small number of examples. The lines and excerpts have therefore been chosen to 
address particular, common challenges. In the first example, I look at a line from 
Hamlet WKDWPLJKWEHWDNHQDVµHPRWLRQDOH[SUHVVLRQ¶UDWKHUWKDQDFWLRQ7KH
second example, from $0LGVXPPHU1LJKW¶V'UHDPPLJKWEHWDNHQDVµO\ULFDO¶
The third and fourth examples, from Othello and Macbeth respectively, are shared 
OLQHVVRPHWLPHVUHJDUGHGDVµKLGGHQVWDJHGLUHFWLRQV¶WKDWSUHVFULEHSHUIRUPDQFH
choices. The final example is an excerpt from Richard III LQZKLFKWKHµIRUPDO¶
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FRQVWUXFWLRQPLJKWEHWKRXJKWRIDVµDUWLILFLDO¶,QHDFKFDVH,DWWHPSWWRUHLQWHUSUHW
the lines to produce plausible, perceivable and playable performance choices. 
 
5.2 Anger Management 
 
GeRUJH7:ULJKWPDNHVPXFKRI6KDNHVSHDUH¶VDELOLW\WRFUHDWHYHUVHWKDW
expresses intense emotion. He gives particular attention to examples of furious 
DQJHUDOWKRXJKKHGRHVJRRQWRQRWHWKDW³UDJHLVQRWWKHRQO\HPRWLRQWKDWKHDWV
up the verse; fear, love, remorse, revenge, anguish or joy may have the same 
HIIHFW´574. Of this list, revenge seems to be the odd one out, though, given that one 
RIWKHH[DPSOHVRIDQJHUWKDW:ULJKWRIIHUVLVDOLQHRI+DPOHW¶VSHUKDSVKHVHHV
reason to suppose that revenge might be felt without any action being taken. The 
line that Wright quotes is: 
 
 Remorseless, treacherous, lecherous, kindless villain!  (Hamlet, 2.2.583) 
 
That Hamlet should be angry at this moment seems plausible: the dramatic 
FLUFXPVWDQFHVPDNHLWµORJLFDODQGFRKHUHQW¶7KDWWKHYHUVHOLQHLQTXHVWLRQPLJKW
be experienced as somewhat turbulent is also, I suggest, readily apparent. The 
LVVXHIRUPHDVDSOD\HURIWKH9HUVH3V\FKRORJ\*DPHLVWKDWµDQJHU¶LVQRWDQ
activity: it is not a playable choice. 
 
                                                          
574 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 243. 
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:ULJKW¶VPDLQSRLQWDERXWWKLVOLQHLVDERXWWKHHPSKDWLFVWUHVVWKDWKHDVFULEHVWR
³YLOODLQ´ZKLFKUHSHDWVWKHILQDOZRUGRIWKHSUHYLRXVOLQH³%ORRG\EDZG\YLOODLQ´
³6RPHWLPHVWKHVWURQJO\VWUHVVHGV\OODEOHVULVHRXWRIDVHULHVRIIDLUO\VWURQJly 
VWUHVVHGRQHVOLNHVXGGHQGUDPDWLFSHDNVLQDUDQJHRIPRXQWDLQV«7KHVNLOO
with which Shakespeare allows such focal words to shape the utterance shows 
how aware he is that in speech we single out, particularly at moments of emotion, 
the words and syllables that seem specially empowered to carry the force of our 
IHHOLQJ«´575 
 
Wright cites this line in passing, as one example of many, and is no doubt aware 
that the repeated word is not the only feature of the line that gives it its rhythmical 
quality. Following the Anatomical Approach allows me to bring a number of other 
features to my attention.  
 
7KHIROORZLQJVHFWLRQLVDUHFRUGRIP\RZQDWWHPSWWRLQWHUSUHW+DPOHW¶VOLQHLQ
accordance with the principles of the Verse Psychology Game. Vocal explorations 
of the line are included as Track 1 of the CD attached to this thesis and readings 
accompanied by an audio recording are marked with the symbol:  
 
Bone Structure: The Natural Line is made up of thirteen syllables. This is a 
µSHUFHSWXDOSUREOHP¶EHFDXVHWKH1HXWUDO/LQHRILDPELFSHQWDPHWHUKDVRQO\WHQ
metrical positions. Such an overabundance of syllables leads me to question 
whether the line should be treated as iambic pentameter at all; it is, after all, not  
                                                          
575 Ibid., 242 W43.  
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XQNQRZQWRILQGOLQHVRILDPELFKH[DPHWHULQ6KDNHVSHDUH¶VSOD\V,FKRRVH
KRZHYHUWRFRQWLQXHWRWUHDWWKHOLQHDVLDPELFSHQWDPHWHU7ZRRIWKHµH[WUD¶
V\OODEOHVVHHPWREHORQJWRWKHZRUGV³WUHDFKHURXV´DQG³OHFKHURXV´,I,WUHDW
these as disyllabic words ± eliding the second syllable of each word ± then the 
only divergence I find in the bone structure is a tailed ending: 
 
    x      /       x        /        x       /        x      /      x    /  (x) 
  RHPRUVHOHVVWUHDFK¶URXVOHFK¶URXVNLQGOHVVYLOODLQ 
 
I suggest that to eliminate the divergent syllables entirely is to evade rather than to 
µVROYH¶WKHµSHUFHSWXDOSUREOHP¶E\using the perceptual features of the 
construction. What I can do instead is treat the line as exhibiting disyllabic 
occupancy of both the fifth and seventh metrical positions: 
 
     x     /      x        /      (x x)       /   (x x)       /    x      / (x)  
  Remorseless, treacherous, lecherous, kindless villain!   
 
Such an analysis of the bone structure raises questions as to how to create a 
rhythmical performance. Should I try to slow the forward motion of the Neutral Line 
in order to allow time for the extra syllables or, on the contrary, should I quicken 
those syllables in order to keep pace? When it comes to the tailed ending should 
WKHILQDOZRUGRIWKH1DWXUDO/LQHµEXUVWWKURXJK¶WKHMRLQWDWWKHWHQWKSRVLWLRQ"
Should an elaborate pitch contour be employed to create the sensation of the word 
µFXUYLQJ¶LWVZD\DURXQGWKHMRLQW"0LJKWWKHZRUGµVWUHWFK¶DQGGHFHOHUDWHVRWKDW
the authority of the joint is felt and acknowledged?  
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Joint Articulation: The first thing I notice here is under-articulation at each of the 
even numbered metrical positions: every single one of the foot joints is violated by 
the Natural Line structure. In contrast, the positional joints at the third, fifth, 
seventh (and perhaps even the ninth) positions are slightly over-articulated, with 
major word boundaries and minor phrasal boundaries occurring mid-foot.  
  
   w----S       w--------S         w--------S       w--------S     w-----S   
Remorse~less, | treach~erous, | lech~erous, | kind~less vill~(ain!) 
 
The divergences at the foot joints raise similar questions to the tailed ending: 
might the Natural Line power through them, curl around them, slow down for 
them? The over-articulated positional joints raise further questions. Might they be 
marked by pauses? Such pauses could undermine the internal structure of the 
gestalt and its integrity as a perceptual whole. Can they be marked by emphatic, 
clear-cut vocal articulation? Can the speech sounds that coincide with these joints 
EHH[WHQGHGWRJLYHDVHQVHRIDUWLFXODWLRQRUµVWRSSLQJ¶ZLWKRXWDFWXDOO\SDXVLQJRU
µFXWWLQJLQWR¶WKHIORZRIVRXQG" 
 
Muscle Tone: Aside from the additional weak stresses that have been identified, I 
find little in the way of divergence here. Every strong position is matched with a 
strong stress and every weak position is matched with a weak stress or pair of 
weak stresses. Emphasising the convergent regularity of the strong stresses by  
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exploiting, as in accentual verse, the isochronic principle of even time intervals 
between prominent syllables might be a useful way of reinforcing the gestalt of the 
verse line. If I wish to utilise WKLVUHJXODUµGUXPEHDW¶WKHQWKLVZLOODIIHFWP\
choices regarding the disyllabic occupancy of the fifth and seventh positions: 
either I must quicken the syllables or the forward momentum of the Neutral Line 
PXVWEHµSXOOHGEDFN¶WKURXJKRXWWKHHQWLUHYerse line. The repetition and the 
importance of the final word of the line might encourage me to give that word an 
especially strong stress.  
 
Muscle Tissue: The most noticeable feature of the line here is the high level of 
sibilance, with all but the lasWZRUGHQGLQJRQVDQRWKHUVLQ³UHPRUVHOHVV´DQG
WKHVLELODQWDIIULFDWHVRI³WUHDFKHURXV´DQGOHFKHURXV´6LELODQWVDIIRUGSURORQJDWLRQ
and the slight extension of the repeated /s/ sounds at the word endings might help 
to mark the over-articulation of the positional joints without the need for pauses. 
The first four word onsets alternate between liquid consonants and voiceless 
VWRSV7KLVIHDWXUHPLJKWEHXVHGWRFUHDWHDVHQVHRIWKHOLQHPRYLQJµEDFNDQG
IRUWK¶RUµXSDQGGRZQ¶7KHIDFWWKDWWKHILnal word discontinues this pattern and 
WKDWRIILQDOVVRXQGVPLJKWOHQGIXUWKHUVXSSRUWWR:ULJKW¶VFODLPWKDW³YLOODLQ´
stands out from the crowd. Eleven of the thirteen vowel sounds are short, and will 
therefore resist elongation. The repeated sounds RI³WUHDFKHURXV´DQG³OHFKHURXV´
bunched together as they are, may feel slightly awkward to articulate, particularly if 
taken at speed. 
 
Having brought all of these features to my attention, I can make choices as to how 
they are to be incorporated into a rhythmical performance of the verse line. In  
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accordance with the Motion in Poetry Metaphor, I suggest that this verse 
construction affords a rhythmical performance which can be described as a series 
of Slashes and that to treat the line in such a way constitutes a perceivable 
performance choice.  
 
   w---S       w---------S        w-------S         w--------S     w----S  
   x     /         x           //      (x x)       /       (x x)       //      x      //   (x)  
 Remorse~less, | treach~erous, | lech~erous, | kind~less vill~ain!   
 
The instances of disyllabic occupancy can be used to Quicken the movement 
WKURXJKWKHOLQH7KHµUXVKHG¶DUWLFXODWLRQRIWKHV\OODEOHVLQWKRVHSRVLWLRQV
UHJLVWHUVWKHGLYHUJHQFHZKLOVWDWWKHWLPHWKHDFWRIµFRPSUHVVLQJ¶HDch pair of 
syllables into a single position maintains the sense of the Neutral Line pattern. The 
VZLIWµVZHHS¶WKURXJKWKHVHSRVLWLRQVPLJKWDOVRDGGDVHQVHRI)OH[LELOLW\DFWLQJ
DVDSDLURIPLQLDWXUHµVWUHVVYDOOH\V¶,IWKH1DWXUDO/LQHLVWUHDWHGDVµEXUVWLQJ
WKURXJK¶WKHXQGHU-articulated joints (including the joint leading to the tailed line-
ending) then this will further Quicken the movement of the verse. In order to 
PDLQWDLQWKH1HXWUDO/LQH¶VUHVLVWDQFHWRWKLVIRUZDUGVXUJH,PLJKWJLYHH[WUD
Weight to the strongly stressed speech sounds that complete each foot. The over-
articulated positional joints can be marked by a slight extension of the sibilant 
fricatives at each of these joints. This allows the verse line to continue moving 
forwards and avoids jeopardising the integrity of the gestalt. At the same time, this 
continuing sequence of under and over-articulation create the sense of a strong-
weak rather than a weak-VWURQJRUJDQLVDWLRQZKDW:ULJKWPLJKWFDOOD³WURFKDLF 
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LQQHUUK\WKP´576), adding further Flexibility as the Natural Line order seems to twist 
away from that of the Neutral Line. The friction that the frequency of /s/ sounds 
introduces to the breath, further heightened by the repeated sibilant affricates in 
³WUHDFKHURXV´DQG³OHFKHURXV´DGGVWRDVHQVHRI%RXQG)ORZ± a feeling of  
µVWLFNLQHVV¶RUµYLVFRVLW\¶ZLWKLQWKHPRYHPHQWRIWKHOLQH7KURXJKRXWWKLVWKHILYH
strong stresses in the five strong metrical position power through, reinforcing the 
gestalt of the verse line and lending Strong Weight its movement. The syllable in 
the tenth position receives the emphatically strong stress anticipated by Wright 
and, in my reading, I have given a little extra prominence to the strong stresses in 
the fourth and eight positions in order to hLJKOLJKWWKHµEDFNDQGIRUWK¶RIWKH
alternating varieties of initial consonants. This creates a sequence of 
Strong/Flexible/Quick/Bound Slashes.  
 
Slashing, like all of the Working Actions, has the potential to constitute a playable 
performance choice: it is a purposeful movement of the human body. The problem 
in this instance is that Hamlet is, as he himself has noted, alone. If the Slashing is 
goal-directed, there must be someone or something on the receiving end, 
otherwise it is simply the prosodic equiYDOHQWRIIODLOLQJRQH¶VDUPVDERXWIRUQR
good reason. Whom might Hamlet be trying to affect? Himself? The audience? 
The absent figure of Claudius? Or must I accept that, when it comes to soliloquies, 
action is always suspended in favour of informing and emoting? As it happens, this 
line comes in the middle of a complex discussion of what it means to act ± to  
pretend or to do something ± and of the comparative merits of emotion and action, 
both in life and on stage. Having uttered this line, Hamlet seems to mock himself 
                                                          
576 Ibid., 213. 
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(that, at least, might be active!) precisely for indulging in useless emotion. Surely, 
one might argue, the whole point of this line is that it displays pure emotional 
indulgence. I suggest otherwise. 
 
There are differences of opinion amongst theatre practitioners as to whether an 
actor performing a soliloquy should talk to the audience directly577. If I, as the 
actor, do talk to the audience, then there are choices to make in terms of who the 
audience is to the character. Is the audience simply the audience? Is the audience 
µFDVW¶DVDQRWKHUFKDUDFWHU"578 Is the audience treated as an outward projection on 
DQµLQQHUVHOI¶LHGRHV+DPOHWWDONWRKLPVHOIWKURXJKWKHDXGLHQFHDELWOLNH
talking to oneself in a mirror? I choose the last of these options: Hamlet is talking 
to the audience but, ultimately, the person that he is trying to affect is Hamlet. In 
the build up to this line, Hamlet has been comparing his own performance to that 
of the player. He has been goading himself for his inability to live up to his role. 
What, then, is he doing at this moment? I suggest that it is plausible to say that 
+DPOHWLVQRWPHUHO\H[SUHVVLQJHPRWLRQEXWWU\LQJWRµZKLSKLPVHOIXS¶
(Slashingly) into the kind of vengeful passion that he thinks is required of him. The 
OLQHLVQRWVLPSO\µUDJH¶EXWDQDWWHPSWWRenrage. This is an active, playable 
choice. That a beat later Hamlet dismisses his own efforts as pathetic and futile 
does not alter the fact that, in this interpretation, at the moment when Hamlet  
utters the line he is actively engaged in trying to achieve something using the 
Slashing movement of the verse. 
 
                                                          
577 Gaskill, Words Into Action, 56. 
578 See, for example, Dee Cannon, In-Depth Acting (London: Oberon Books Ltd., 2012), 86. 
236 
 
In identifying a Slashing movement as an affordance of the line, the detailed 
analysis offered above describes a series of features and decisions that an actor 
with even a moderate degree of rhythmic competence might deal with either 
instinctively and immediately or by a trial-and-error process of repeating the line 
XQWLOLWµVRXQGVULJKW¶1HYHUWKHOHVVWKHDELOLW\WREUHDNGRZQWKHIHDWXUHVDQG
affordances of the text in this way has a number of advantages. It allows us to 
understand the mechanics of prosodic movement and to move beyond a reliance 
RQ³P\VWHULRXVLQWXLWLRQV´579 RUDUELWUDU\µSUHVFULSWLRQV¶,WDOORZVXVWREXLOGXSRQ
our intuitive awareness of the features of the line, to challenge our first 
LPSUHVVLRQVDQGWRµWURXEOHVKRRW¶ZKHQSUHVHQWHGZLWKFRQVWUXFWLRQVWKDWJLYHXV
difficulty.  
 
This approach arms actors and writers, not with a set of readymade answers, but 
with a series of useful questions. By exploring different answers to those 
questions, one might use the same verse line to generate different qualities of 
movement. If the under-articulated foot joints of this line are incorporated into a 
rhythmical performance by stretching the speech sounds, then this may give rise 
to a sensation of Wringing rather than Slashing.   Such a performance choice is 
no less perceivable than the Slashing option discussed above. In this instance, the 
same perceptual features are identified, but the player of the game is providing a 
VOLJKWO\GLIIHUHQWVHWRIµSHUFHSWXDOVROXWLRQV¶WRWKHµSHUFHSWXDOSUREOHPV¶WKDWWKRVH
IHDWXUHVSRVH,QWHUPVRISOD\DELOLW\RQHPLJKWVXJJHVWWKDWUDWKHUWKDQµZKLSSLQJ
KLPVHOIXS¶+DPOHWLVµVFUHZLQJXSKLVFRXUDJH¶7KHDFWLYLW\PLJKWEHµWR
HPEROGHQVFUHZLQJO\¶  
                                                          
579 Tsur, What Makes Sound Patterns Expressive?, 3. 
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That the same analysis of the verse construction can provide multiple options for 
performance is evidence that the process of game-playing empowers actors to 
make informed decisions and to exercise their own artistic judgement. However, 
the constitutive rules of rhythmical performance and the Verse Psychology Game 
mean that the creative freedom of the actor must operate within certain 
boundaries: this is gameplay not free play. It would be very difficult, for instance, to 
XVH+DPOHW¶VOLQHWRFUHDWHDVPRRWK*OLGLQJPRYHPHQWZLWKRXWHLWKHUµQHXWUDOLVLQJ¶
the perceptual features of the construction (eliding the extra syllable out of 
existence, for example) or destroying the gestalt of the verse line (by, say, allowing 
so much space at the over-articulated positional joints that tension between the 
patterns dissipates and the performance exceeds the limited capacity of the 
µPHWULFDOPRPHQW¶2IFRXUVHRQHFRXOGWU\WRLPSRVHDQ\TXDOLW\RIPRYHPHQW
onto virtually any construction, but such an imposition would not necessarily pass 
muster as a perceivable choice, i.e. a performance created through a series of 
rhythmically competent responses to the specific perceptual features of the verse. 
Within the framework of the Verse Psychology Game, neither text nor actor is 
enslaved to the other. We are dance partners; artistic collaborators in the creation 
of active rhythmical performances.   
 
If I am unsure as to the µperceivability¶ of a particular choice then one way of 
testing my analysis is to look at ways in which changing the line could make my 
FKRLFHPRUHRUOHVVSHUFHLYDEOH/HW¶VVD\IRUH[DPSOHWKDW,DPXQFHUWDLQDERXW
P\6ODVKLQJFKRLFHIRU+DPOHW¶VOLQHFRXOGLWQRWMXVWDVHDVLO\EHWUHDWHGDVD
series of Punches? Asking this question encourages me to reinvestigate my 
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original judgement that the line affords Flexible movement more readily than Direct 
movement. 
 
One of the features that led me to treat the line as Flexible was the 
overabundance of syllables ± or, at least, the syllabic ambiguity ± provided by the 
ZRUGV³WUHDFKHURXV´DQG³OHFKHURXV´,VXJJHVWHGWKDWµVZHHSLQJWKURXJK¶WKH
disyllabic occupancy of the fifth and seventh metrical positions gave rise to the 
sensation of miniature stress valleys; Flexible curves in the movement of the line. 
If that is the case, then replacing those words with ones that are unambiguously 
disyllabic should diminish the sense of Flexibility and create a line that better 
affords Direct, Punching movements: 
 
  Remorse~less, heart~less, gut~less, kind~less vill~ain!  
 
Setting aside changes to meaning and focusing on the rhythmic potentialities, I do 
suggest that we are now closer to a line that affords Punching than we were to 
begin with. The potential for miniature stress valleys has been removed. The 
PRYHPHQWWKURXJK³UHPRUVHOHVV´KRZHYHUVHHPVSUREOHPDWLFIRUD3XQFKLQJ
interpretation of the line. The weak-strong-weak pattern of the word ± combined 
with a lack a crisp stop consonants within its muscle tissue ± seems to invite a 
Flexible contour and makes it difficult to Punch through the foot joint without 
distorting the word and thereby undermining the Natural Line pattern. Separating 
the stress from the preceding syllable might alleviate this: 
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  O shame~less, heart~less, gut~less, kind~less vill~ain!  
 
Removing the initial syllable of the Natural Line altogether ± thereby creating an 
µXQRFFXSLHGILUVWSRVLWLRQ¶DQGWKHSRWHQWLDOIRUDµMROW¶± might further facilitate a 
Punching interpretation: 
 
  Shame~less, heart~less, gut~less, kind~less vill~ain!  
 
The aim of this exercise is not really to create a new line. If it were, then I would 
continue with my modifications. (The muscle tone of the line, for example, does 
not facilitate a Punching interpretation as effectively as it might do.)  As it is, the 
aim of the exercise is to either support or challenge my decision to prefer a 
Slashing performance choice to a Punching one, and I believe that the exercise 
has been taken far enough to serve this purpose. By assuring myself that a 
Punching performance choice would be better served by changing the line, I 
reinforce my initial decision to discount that choice in favour of another. 
Furthermore, by exploring the alternative constructions, I hope to heighten my 
awareness of, and my sensitivity to, the Flexible affordances of the original line.    
 
5.3 Playing Nicely 
 
Not all dramatic activities are aggressive Slashes and Punches and so if iambic 
pentameter is to be used to embody a wide range of hyperactivity, then it must be 
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adaptable WRPRUHSRVLWLYHPHDQVRISHUVXDVLRQ(DUOLHU,FLWHGDOLQHRI7LWDQLD¶V
DVDSRVVLEOHH[DPSOHRIZKDW*URYHVFDOOVDµJROGHQOLQH¶ 
 
   Mine ear is much enamoured of thy note 
 
A golden line is one in which the syllables occupying the fourth and eighth metrical 
positions receive a slightly lower level of stress than those in the second, sixth and 
WHQWKSRVLWLRQV*URYHVFUHGLWVVXFKOLQHVZLWKSURGXFLQJ³DSHFXOLDUO\HYHQ
RUGHUHGDQGWUDQTXLOUK\WKP´ZKLFKLVVRPHWLPHVXVHGWRVXJJHVW³VLPSOLFLW\DQG
sHUHQLW\´580. Other examples include: 
 
   The quality of mercy is not strained 
And 
   My bounty is as boundless as the sea 
 
In this section I examine potential performance FKRLFHVIRU7LWDQLD¶s line and vocal 
explorations of the line are included as Track 2 of the CD attached to this thesis. 
Readings accompanied by an audio recording are marked with the symbol:     
 
:KHWKHU7LWDQLD¶VOLQHTXDOLILHVDVDJROGHQOLQHGHSHQGVRQZKHWKHURQHFDQJLYH
PRUHRUOHVVHYHQOHYHOVRIVWUHVVWR³PXFK´DQG³RI´HLWKHUby softening the 
                                                          
580 Groves, Rhythm and Meaning in Shakespeare, 63. 
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IRUPHURUE\µWLOWLQJ¶WKHGHOLYHU\LQRUGHUWREHHIXSWKHODWWHU:KHQLWFRPHVWRWKH
OLQHVEHORQJLQJWR3RUWLDDQG-XOLHWWKHJHQWOHµWUDQTXLOOLW\¶DQGµVHUHQLW\¶
DQWLFLSDWHGE\*URYHVPD\GHSHQGRQDGHFHQWDPRXQWRIµWLOWLQJ¶WRJLYe weight to 
the syllables in the fourth and eighth positions. If they are treated as weak (x) 
stresses then one might be more likely to sweep through the strings of syllables 
rather swiftly.  
 
,QWKHIROORZLQJDFFRXQW,EHJLQE\WUHDWLQJ7LWDQLD¶VOLQHDV µJROGHQ¶7KDWEHLQJ
the case, the notation for the construction looks like this (with some leeway in the 
choice between \ and X notations): 
 
     w------S w---S      w-S      w-----S   w---S 
      x       /   x    \       x   /       x       \    x     /      
   Mine ear is much enam~oured of thy note        
 
The Neutral and Natural Line patterns are convergent in terms of bone structure. 
The only divergence in the joints is the under-articulation of the foot joint at the 
sixth position. The mild divergence in the muscle tone is hardly a threat to the 
gestalt of the verse line, giving rise to a sensation of swaying undulation rather 
than fraught metrical tension. In looking at the muscle tissue, I notice a high  
frequency of extendable nasal consonants anGWKDWWKHRQO\µKDUG¶VWRSFRQVRQDQW
is the /t/ at the very end of the line. The line is also bookended by long vowel 
VRXQGV³PLQHHDU´RFFXS\LQJWKHILUVWWZRSRVLWLRQDQG³WK\QRWH´RFFXS\LQJWKH
final two.  
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If I negotiate the under-articulated joint at the sixth position by stretching the 
sounds rather than bursting through the joint (given the short vowel of the syllable 
this will involve prolonging the nasal consonants /n/ and /m/) then this contributes 
to a Sustained quality that is further maintained if I give just enough weight to the 
fourth and sixth positions to keep the steady pace and if I luxuriate somewhat in 
WKHFRSLRXVH[WHQGDEOHVRXQGVRIWKHOLQH¶VPXVFOHWLVVXH7KHDOWHUQDWLRQLQWKH
stress levels of the strong positions can generate a sense of Flexibility. The 
speech sounds lend themselves to a certain level of unctuousness but there is 
little to suggest Bound Flow. The long vowels and the stretched sounds at the 
under-articulated joint can be used to create warm, sensuous Weight, leaving the 
movement of this rhythmical performance somewhere between a relatively Light 
Wring and a relatively Strong Float. How might such a movement be employed as 
part of a plausible and playable activity? 
 
In the scene, Titania has just been woken by BottRP¶VµVLQJLQJ¶%RWWRPKDVWKH
KHDGRIDQDVVDWWKLVSRLQWEXW7LWDQLD¶VH\HVKDYHEHHQGRVHGZLWK2EHURQ¶V
magical purple dye and so she falls in love/lust with Bottom immediately. In talking 
about what Titania might be feeling at this point, suggestions of love, passion and 
sexual arousal could all be deemed plausible. What she wants, it seems, is  
%RWWRP$FWLYLWLHVVXFKDVµWRVHGXFH¶µWRFKDUP¶RUHYHQµWRHQVQDUH¶PLJKWDOOEH
suited to the dramatic circumstances and could be played using the 
SustaLQHG)OH[LEOHPRYHPHQWRIWKHOLQHLQDQDWWHPSWWRµFDUHVV¶%RWWRPRUWRµUHHO
KLPLQ¶µZLQGLQJ¶WKHYHUVHDURXQGKLP 
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Such a performance might constitute a plausible, perceivable and playable choice. 
If, however, I dismiss the idea of treating the construction as a golden line then I 
could end up with something rather different. This means giving uneven levels of 
VWUHVVWRWKHV\OODEOHVLQWKHIRXUWKDQGHLJKWKSRVLWLRQV³0XFK´PLJKWHDVLO\WDNHD
KLJKHUOHYHORIVWUHVVDQG³RI´FRXOGEHUHOHJDWHGDVfar as receiving a weak (x) 
stress. This creates a sequence of three consecutive weak stresses in the second 
part of the line. Such a sequence constitutes a much higher level of divergence 
and I may need to group the syllables of the second part of the line as a rhythmical 
figure ± an irregular perceptual subunit ± in order to preserve the integrity of the 
gestalt. 
      x      /     x     /      x   //       x      x   x     // 
   Mine ear is much [enam~oured of thy note]        
 
This gives the effect of DORQJVZHHSLQJµVWUHVVYDOOH\¶LQWKHUK\WKPLFDOILJXUH7R
foreground the figure as a divergent subunit of the gestalt it is also necessary to 
give a higher level of articulation to its initial boundary, creating a sense of over-
articulation at the fourth position. This over-articulation can be achieved by 
deceleration on the approach to the boundary and stretching the speech sounds 
WKHQDVDOFRQVRQDQWDQGWKHVLELODQWDIIULFDWHRI³PXFK´/HQGLQJDGGLWLRQDO 
weight to the strong stresses in the sixth and tenth position helps to articulate the 
shape of the divergent figure. The movement of such a reading can be understood 
and experienced as a Sustained preparation followed by a 
6WURQJ4XLFN)OH[LEOH)UHHµVZLVKLQJ¶RUµZKLSSLQJ¶DVWKHFRQYHUJHQFHEHWZeen 
WKHSDWWHUQVLVPRPHQWDULO\µVQDSSHG¶DQGWKHQVZLIWO\UH-established at the line-
ending.  
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In terms of the performance choice, the dramatic circumstances remain the same. 
Those wishing to assign emotional qualities to the character on the basis of the 
YHUVHUK\WKPPLJKWWDONRI7LWDQLD¶VµH[FLWHPHQW¶EXWDSOD\HURIWKH9HUVH
Psychology Game must look to use this Slashing movement actively. Titania still 
wants to make Bottom hers, but to read the line in this way means making a 
different choice of tactic. Like a cat playing with a ball of string, I might use the 
6XVWDLQHGSUHSDUDWLRQDVDPRPHQWWRµVHWP\VHOI¶EHIRUHDVXGGHQµSRXQFH¶RU
µJUDE¶7KHDFWLYLW\PLJKWEHGHVFULEHGDVµWRFDSWXUHSRXQFLQJO\¶ 
 
Through my use of the Anatomical Approach I have identified two possible 
readings of the line. Both readings can be considered plausible, perceivable and 
SOD\DEOHSHUIRUPDQFHFKRLFHVDQGQHLWKHULVLQKHUHQWO\µVXSHULRU¶WRWKHRWKHU
Were I to play the part of Titania then, having identified these possibilities, my 
decision as to which reading to employ would be based on personal preference 
and on the collaborative, iterative processes of rehearsal. However, the analysis I 
have offered is not intended to be exhaustive and, even with two possibilities 
identified, I might still decide to explore alternatives.  
 
I described my first reading of the line as either a relatively Light Wringing or a 
relatively Strong Floating. What, though, if I wanted to take the yielding quality of 
the line further, using it to embody a much Lighter Floating movement? To what 
extent does the line afford such a choice?  
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By elongating the speech sounds matched with strong metrical positions even 
more than I suggested in my initial reading, I might maintain an alternating stress 
pattern whilst Lightening the stressed syllables by reducing their amplitude. The 
potential stumbling block for VXFKDUHDGLQJLV,VXJJHVWWKHZRUG³HQDPRXUHG´
The stressed syllable marks an under-articulated foot joint. If tension is to be 
maintained between the Neutral and Natural Line patterns then, of all the syllables 
matched with strong metrical positions, this one requires special attention: it must 
SURYLGHDµSHUFHSWXDOVROXWLRQ¶WRWKHµSHUFHSWXDOSUREOHP¶RIWKHXQGHU-articulated 
joint or, to SXWLWDQRWKHUZD\WKHGLYHUJHQFHEHWZHHQWKHSDWWHUQVPXVWEHµIHOW¶LQ
the performance. 
 
$µSHUFHSWXDOVROXWLRQ¶LQZKLFKWKHUHOHYDQWV\OODEOHµIRUFHV¶RUµEXUVWV¶LWVZD\
through the under-articulated joint seems to require a level of contending energy 
WKDWZRXOGXQGHUPLQHWKHVHQVDWLRQRID)ORDW$PRUH\LHOGLQJµSHUFHSWXDO
VROXWLRQ¶PLJKWLQYROYHµVWUHWFKLQJ¶WKHV\OODEOHVRWKDWUDWKHUWKDQµILJKWLQJDJDLQVW¶
the joint of the Neutral Line, it allows itself to be slowed and Sustained by it. The 
difficulty with such a reading of this line is that compared to the other prominent 
stresses in the performance ± ³HDU´DQG³QRWH´± the stressed syllable of 
³HQDPRXUHG´LVOHVVDPHQDEOHWRVXFKµVWUHWFKLQJ¶7KHQDQGPFRQVRQDQWVFDQ
be extended but the short vowel is resistant. If prominent levels of stress 
WKURXJKRXWWKHOLQHDUHEHLQJDFKLHYHGWKURXJK/LJKW6XVWDLQHGµVWUHWFKLQJ¶RIWKH
relevant speech sounds, it is difficult to give this particular syllable the special 
prominence it requires to negotiate the divergence at the foot joint by using the 
same means. This perception can be further illustrated and tested by rewriting 
6KDNHVSHDUH¶Vline in order to change its affordances. If we replace the word 
³HQDPRXUHG´ZLWK³HQWKUDOOqG´LJQRULQJIRUWKe purposes of the exercise, the need 
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WRDOWHUWKHZRUG³RI´DVZHOOWKHQWKHSRWHQWLDOWRJLYHVSHFLDOSURPLQHQFHWRWKH
VWUHVVHGV\OODEOHE\µVWUHWFKLQJ¶LWLVLQFUHDVHG 
 
One might therefore conclude that the line: 
 
   Mine ear is much [enthrallèd] of thy note  
 
affords a yielding, Floating activity more readily than the original. Such rewriting of 
a line can be a useful testing mechanism, particularly when it comes to discounting 
a potential reading. If my analysis suggests that the line does not readily afford a 
particular performance choice, I can test this judgement by asking myself how the 
line could be changed to afford such a choice more effectively. The assumption 
here is that if my performance choice is best served by changing the line, then the 
line would be best served by changing my performance choice581.  
 
However, discounting one performance choice is not the only outcome of this 
reinvestigation of the line and its affordances. It also serves to highlight new 
possibilities that involve maintaining a yielding Floating movement through most of 
WKHOLQHDQGLQMHFWLQJDPRPHQWRIFRQWHQGLQJHQHUJ\LQWRWKHZRUG³HQDPRXUHG´ 
 
      x      /   x     X     x  //       x       X  x     / 
   Mine ear is much enam~oured of thy note        
                                                          
581 tŚĞŶŝƚĐŽŵĞƐƚŽŽŶĞ ?ƐŽǁŶǁƌŝƚŝŶŐ ?ĐŚĂŶŐŝŶŐƚŚĞůŝŶĞďĞĐŽŵĞƐŶŽƚŽŶůǇĂŶĂŶĂůǇƚŝĐĂůĞǆĞƌĐŝƐĞďƵƚĂƌĞĂů
possibility.    
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The question here concerns the means by which the additional contending energy 
is realised in performance. If the movement is experienced as simply getting 
6WURQJHUWKURXJK³HQDPRXUHG´WKHQWKLVUHVXOWVLQD)ORDWWKDW6WUHQJWKHQVWRD
Wring and then Lightens again to a )ORDW7KLVVXJJHVWVWRPHDµPDVVDJLQJ¶
PRYHPHQW7KHDFWLYLW\PLJKWEHµWRDURXVHPDVVDJLQJO\¶,IKRZHYHUWKH
PRYHPHQWWKURXJK³HQDPRXUHG´LVWUHDWHGDVµEXUVWLQJWKURXJK¶WKHIRRWMRLQW± 
with an injection of Strong/Quick energy ± then this gives a different option again: 
a Float that is interrupted by a Slash or a relatively Strong Flick and then recovers 
back into Floating. This puts me in mind of the old parlour trick of whipping a table 
cloth out from underneath a set of crockery. The Floating here is really the 
preparation for and then the recovery from the main movement of the activity, 
ZKLFKPLJKWEHµWRWHDVH¶RUµWRH[FLWH¶µZKLSSLQJO\¶ 
 
My analysis has now produced four performance choices. They are all different 
from one another, but they are all Flexible in their movement. What if I wanted to 
make the line Direct? Could the line be treated as a Press, for example? I suggest 
that there are at least two obstacles to finding a perceivable choice for the line that 
could embody the sensation of D3UHVVLQJPRYHPHQW7KHILUVWLVWKDW³RI´LV
matched with a strong metrical position. Throughout my analysis of the line I have 
varied the levels of stress assigned to the syllables matched with the fourth and 
eighth positions of the Neutral Line pattern ± ³PXFK´DQG³RI´,KDYHVXJJHVWHG
that they are both able to receive an intermediate level of stress, but to treat them 
in this way creates an undulating movement in the line that seems to me too 
Flexible for a Press. Furthermore, having two Lighter stresses takes away from the 
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overall Strength of the line when it is treated as a single Sustained movement. It 
VHHPVSRVVLEOHWRJLYH³PXFK´DKLJKHUOHYHORIVWUHVV$GGLQJIXUWKHU6WURQJ
Weight to the line might be achieved by highlighting the contrast beWZHHQ³PLQH´
DQG³WK\´XSSLQJWKHOHYHORIVWUHVVDVVLJQHGWRHDFK+RZHYHUWRµWLOW¶WKHVWUHVV
SDWWHUQRIWKHSHUIRUPDQFHWRWKHH[WHQWWKDW³RI´UHFHLYHVDIXOOVWUHVVVHHPVRGG
LIQRWDEVXUGDQGLI³RI´UHFHLYHVDORZHUOHYHORIVWUHVVWKHQWKLVVHems to create 
DµWURXJK¶RUµFXUYH¶RI/LJKWHUDQGRUPRUH)OH[LEOHPRYHPHQWWKURXJKWKH
syllables matched with the seventh, eighth and ninth metrical positions. This 
difficulty is exacerbated by its proximity to what I perceive to be the other major 
obstaFOHWRD3UHVVLQJSHUIRUPDQFHRIWKHOLQHWKHPRYHPHQWRI³HQDPRXUHG´
through the under-articulated foot joint at the sixth metrical position. The under-
articulated joint disrupts the neatly ordered internal structure of the Neutral Line 
pattern and invitHV)OH[LELOLW\DVWKHVSHHFKVRXQGVµFXUYH¶DURXQGWKHMRLQWDQGRU
D4XLFNPRYHPHQWDVWKHVSHHFKVRXQGVµEXUVWWKURXJK¶WKHMRLQW1HLWKHURSWLRQ
encourages the Direct/Sustained movement of Pressing. The disruption might be 
mitigated by a very strongly articulated speech sound occupying the next strong 
metrical position. In this instance, however, the divergence in the joint articulation 
is more likely to highlight the subsequent divergence in the muscle tone: the lower 
OHYHORIVWUHVVRQ³RI´PLJKWEHH[SHULHQFHGDVDFRQVSLFXRXVµIDLOXUH¶WRUHLQIRUFH
WKHVWULFWDUWLFXODWLRQRIWKH1HXWUDO/LQH¶VLQWHUQDOVWUXFWXUH1RQHRIWKLVLVWRVD\
that it is impossible to impose a Pressing movement on the line, but it does 
suggest that, within the context of the Verse Psychology Game, there is good 
reason to prefer alternative readings. Moreover, a rewritten version such as: 
 
   0LQHHDULVPXFKHQWKUDOO¶GWRWK\ILQHQRWH 
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or even: 
 
   O sing once more, thy note enthrals mine ear 
 
might better afford a Pressing performance choice. 
 
The fact that this analysis could continue, not only to explore different Working 
Actions but to examine minute variations in stress and articulation and their impact 
on the embodied experience of particular performance choices, is, I suggest, one 
of the great strengths of the Anatomical Approach as it might be employed within 
the context of the Verse Psychology Game. Players of the game do not need 
authoritarian prescriptions or the reductive rule-following of generative metrics. To 
explore the performative potential of dramatic verse in this way is not to arrive at 
µFRUUHFW¶RUµLQFRUUHFW¶LQWHUSUHWDWLRQVEXWWRHQJDJHLQDSURFHVVRILQIRUPHG
decision-making. 
 
 
 
5.4 Seizing the Moment 
 
Rokison notes that a number of commentators on Shakespearean verse-speaking 
make much of the use of shared lines582: single lines of iambic pentameter split 
between two or more speakers. Barton takes such a construction as a prime 
                                                          
582 Rokison, Shakespearean Verse Speaking, 15 W18. 
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H[DPSOHRIDµKLGGHQVWDJHGLUHFWLRQ¶PHDQLQJ³GRQ¶WSDXVHKHUH´5837VXU¶VQRtion 
of metrical requiredness offers an alternative perspective: lines with a late split ± or 
µGLVORFDWHGMRLQW¶± exert a higher level of requiredness on the second hemistich 
and therefore require a Quick and/or Strong move from the second speaker in 
order to preserve the gestalt of the verse line. Conversely, constructions involving 
lower levels of requiredness exert less pressure for completion and may not, 
therefore, impel the second speaker to pick up the cue quite as eagerly. The 
positioning of the dislocation in the line must also be considered in terms of 
whether it gives over-articulation to a foot joint or a positional joint, with the latter 
SRVLQJDGLIIHUHQWNLQGRIµSHUFHSWXDOSUREOHP¶E\GLVWXUELQJDIRRWDVZHOODVWKH
line as a whole.  
 
WrighWREVHUYHVWKDWLQWKHVHFRQGSRUWLRQRIVKDUHGOLQHV³ZKHQWKHILUVWKDOIKDV
been notably passionate, the effect is sometimes to tone it down again, to recall 
WKHRXWEXUVWWRLWVPHWULFDOFRQQHFWLRQV´584. Wright is talking in terms of emotion, 
but the idea that shared lines offer the opportunity for the second speaker to 
change the movement quality of the line part-way through is intriguing and offers 
an DOWHUQDWLYHSHUVSHFWLYHWR+DOO¶VJHQHUDOLVDWLRQWKDWWKHWDVNIRUWKHVSHDNHUVRI
shared lines is alwa\VWRFUHDWHDVHQVHRIUK\WKPLFFRQWLQXLW\³LQWHPSRG\QDPLF
DQGYROXPH´585$QH[DPSOHRIDNLQGRIµUXIIOLQJ¶DQGWKHQµVPRRWKLQJ¶RIWKHYHUVH
line might be seen in the following shared line from Othello: 
 
                                                          
583 Barton, Playing Shakespeare, 39. 
584 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 138. 
585 Hall, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐĚǀŝĐĞƚŽƚŚĞWůĂǇĞƌƐ, 34. 
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 OTHELLO: Not a jot, not a jot.      
 IAGO:     ,¶IDLWK,IHDULWKDV 
(Othello, 3.3.219) 
 
A look at the bone structure reveals a twelve syllable Natural Line, resulting in the 
disyllabic occupancy of the first and third positions. The foot boundaries at the 
second and fourth positions are both over-articulated, the latter being the main 
caesura or dislocated joint of the line, and this over-articulation is aided by the 
clean voiceless stop consonant /t/ that marks them. The repetition of the words 
and the positioning of the dislocation encourages a slightly higher level of stress in 
the fourth position than in the second. If the disyllabic occupancy is handled by 
sweeping through the first and third positions swiftly, then this creates 
Quick/Flexible movement, with the sharp over-articulation at the foot joints and the 
difficulty in the vocal articulation of the repeated sounds contributing to a sensation 
RI%RXQGµUHDGLQHVVWRVWRS¶2WKHOOR¶VKHPLVWLFKPLJKWRQWKLVEDVLVEHXQGHUVWRRG
and experienced as a pair of Flicks.  
 
:KHQLWFRPHVWR,DJR¶VKHPistich, the fourth position dislocation generates a low 
level of metrical requiredness and so, whilst a gestalt-threatening long pause 
seems inadvisable, there is no pressure to hurry the second portion of the line. 
The second hemistich is convergent in its bone structure and its muscle tone. The 
foot joint at the sixth position is over-articulated. The syllable marking the over-
articulation has two extendable consonant sounds and a long vowel, meaning that  
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a slight deceleration and stretching in the speech sounds can be employed to 
incorporate this relatively mild divergence into the rhythmical performance. In the 
fourth foot I find repetitions and slight modifications of the speech sounds of the 
third foot. The fricative /f/ is repeated, and if the first has been elongated slightly 
then I may wish to repeat that choice in the second instance as well. The short 
vowel of the fifth position is switched for its longer equivalent in the seventh 
position, which may further contribute to Sustained deceleration. The strong sixth 
and eighth positions both contain long vowel sounds, with the rising diphthong in 
the former followed by a falling diphthong in the latter. This sensation of rising and 
IDOOLQJPLJKWEHXVHGWRJLYHDµFXUYHG¶TXDOLW\WRWKHPRYHPHQWWKURXJh the 
KHPLVWLFK7KLVµFXUYH¶PD\QRWEHSURQRXQFHGHQRXJKWRGLVUXSWWKH'LUHFW
SURJUHVVLRQRIWKHFRQYHUJHQWIHHWEXWLWPD\KHOSWRµVRIWHQ¶WKHPRYHPHQW
through them. Such an analysis leads me to the conclusion that the second 
hemistich affords the moYHPHQWRIDµVWURNLQJ¶*OLGH 
 
Can these perceivable movements ± 2WKHOOR¶V)OLFNLQJDQG,DJR¶V*OLGLQJ
response ± be plausible and playable choices within the context of the scene? I 
VXJJHVWWKDWWKH\FDQ,DJRKDVEHHQSODQWLQJWKHLGHDRI'HVGHPRQD¶VLQfidelity in 
2WKHOOR¶VPLQG+HZDQWVWRSURYRNH2WKHOORWRMHDORXV\ZKLOVWDOOWKHZKLOH 
professing himself to be the JHQHUDO¶VµKRQHVW¶IULHQG+HWHOOV2WKHOORWKDWWKHUHLV
probably nothing to his suspicions about Desdemona and expresses concern that 
hiVZRUGVPD\KDYHµXQLQWHQWLRQDOO\¶GDVKHG2WKHOOR¶VVSLULWV,Q2WKHOOR¶V
hemistich he tries to dismiss the suggestion, Flickingly, using the rhythm of the 
YHUVHWRµEDWDZD\¶RUµEUXVKRII¶,DJRDQGWKHLGHDVLPDJHVDQGfeelings that his 
words have provoked. Iago counters this Quick dismissal by slowing and 
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smoothing the movement of the line. The activity, as is very often the case with 
,DJR¶VHQGHDYRXUVPLJKWKDYHDGRXEOH-HGJHGTXDOLW\,WPLJKWEHWDNHQDVµWR
VRRWKHVWURNLQJO\¶EXWDWWKHVDPHWLPH, by preventing Othello from batting the 
idea aZD\KHFDQWU\WRNHHS2WKHOOR¶VPLQGIL[HGRQWKHWKRXJKWRI'HVGHPRQD¶V
imagined betrayal. 
 
In the following example from Macbeth, we see a different dynamic: 
 
 MACBETH:  I dare do all that may become a man; 
    Who dares do more, is none. 
 LADY MACBETH:     :KDWEHDVWZDV¶WWKHQ 
    That made you break this enterprise to me? 
(Macbeth, 1.7.46-48) 
 
7KHODUJHO\FRQYHUJHQW6XVWDLQHG'LUHFWSURJUHVVLRQRI0DFEHWK¶VILUVWOLQH
continues into his hemistich of the shared line. The movement through the 
articulated feet and the evenly-weighted strong positions of the hemistich can be  
slowed by the over-articulation at the fourth position. This suggests to me a 
Pressing quality or a particularly weighty Glide. The actLYLW\FRXOGEHµWRFRQWURO¶RU
µWRGRPLQDWH¶DV0DFEHWKVHHNVWRH[HUWDXWKRULW\RYHUKLVZLIHDnd his own 
ambitions. The sixth position dislocation generates a relatively high level of 
UHTXLUHGQHVVDQGVRWKHUHLVPRUHSUHVVXUHRQ/DG\0DFEHWK¶VKHPLVWLFK to bring  
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the verse line to a swift conclusion. The joint at the line-ending is under-articulated, 
with only a relatively weak phrasal boundary and the final position occupied by a 
V\OODEOHWKDWGRHVQRWQDWXUDOO\DWWUDFWDKLJKOHYHORIVWUHVVµ7LOWLQJ¶ the delivery to 
JLYH³WKHQ´DVOLJKWVWUHVVPLJKWJLYHVRPHGHILQLWLRQWRWKHOLQH-ending without 
impeding the forward PRPHQWXPRIWKH1DWXUDO/LQH³%HDVW´LQWKHHLJKWKSRVLWLRQ
might attract an exceptionally high level of stress, emphasising the opposition to 
³PDQ´DQGDQWLFLSDWLQJWKHDOOLWHUDWLRQZLWK³EUHDN´LQWKHIROORZLQJOLQH7KH
repeated combination of /s/ and /t/ consonants in the ninth position could also 
DWWUDFWUHODWLYHO\KLJKOHYHORIVWUHVVFUHDWLQJWKHVHQVHRIDVWHHSµVWUHVVSHDN¶
ratKHUWKDQWKHPRUHIDPLOLDUµVWUHVVYDOOH\¶ 
 
          x      //        \       X 
    _:KDWEHDVWZDV¶WWKHQa 
 
This could be used as a Strong Slashing movement, as Lady Macbeth reacts to 
KHUKXVEDQG¶VDWWHPSWVWREDFNRXWRIWKHLUSODQVE\µVPDFNLQJ¶KLPwith the 
second hemistich and destroying the even tempo that he has tried to instil in the 
verse.  
   
Again, the interpretations offered here are possibilities rather than prescriptions. 
Nevertheless, these examples serve to demonstrate that changing the movement 
qualities of a line part way through can be an active, dramatic exchange and not 
PHUHO\DQµH[SUHVVLRQ¶RUµLQGLFDWLRQ¶RIWKHHPRWLRQDOWHPSHUDWXUHRIWKHVFHQH%\
applying the principles of the Verse Psychology Game we are able to unlock the 
performative, hyperactive potential of such constructions. 
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5.5 Richard and Anne 
 
What follows is a short excerpt from Act I Scene II of Richard III. Richard has just 
accosted the grieving widow Lady Anne, who is accompanying the corpse of King 
Henry ± killed by Richard ± as it is taken to be buried. Anne makes it quite clear 
that she wants Richard to leave, calling him a whole host of diabolical names. 
Richard, however, is unwilling to make an exit: 
 
 RICHARD  Lady, you know no rules of charity, 
    Which renders good for bad, blessings for curses. 
 
 ANNE   9LOODLQWKRXNQRZ¶VWQRODZRI*RGQRUPDQ 
    No beast so fierce but knows some touch of pity. 
 
 RICHARD  But I know none, and therefore am no beast.  
 
 ANNE   O wonderful, when devils tell the truth! 
 
 RICHARD  More wonderful, when angels are so angry. 
(Richard III, 1.2.68-74) 
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7KHVHWZRFKDUDFWHUVVHHPWRKDYHDKDELWRIHFKRLQJRQHDQRWKHU¶VSKUDVLQJ
This continues throughout the scene and, indeed, this is one of the reasons for 
looking at this excerpt: the similarities between the lines also serve to highlight 
their differences. What at first glance seem to be minor variations might lead us to 
make very different performance choices. What follows is my line-by-line analysis 
of the exchange. Having presented a plausible, perceivable and playable choice 
for each line, I then pick out one line ± ³%XW,NQRZQRQHDQGWKHUHIRUHDPQR
EHDVW´± and explore alternative performance choices afforded by the construction. 
Track 3 of the attached CD provides a vocal demonstration of these possibilities. 
 
 
               w---S    w-----S     w---S      w---S  w-S  (Neutral Line) 
    //  x      x       //      \     /       x    /    x X 
  [Lady, | you know] no rules of cha~rity,~ 
 
    w------S      w-----S     w---S         w---S     w----S   (Neutral Line) 
     x        /       x       /      x    /           //    x      x    //     (x)            
  Which ren~ders good for bad, | [blessings for cur~(ses).] 
 
Bone Structure: In the first line each metrical position is matched with a single 
syllable. Unless the examination of other Metrical Factors encourages me to 
reconsider, I can work on the assumption that, in terms of bone structure, the 
Natural Line is convergent with the Neutral Line. In the second line there is a 
divergence. The ten metrical positions of the Neutral Line are matched with eleven 
syllables in the Natural Line creating a tailed ending.  
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Joint Articulation: In the first line I find over-articulation at the second metrical 
position (the first foot joint) and under-articulation at the eighth metrical position 
(the fourth foot joint): 
 
   Lady, | you know no rules of cha~rity,~ 
 
At the tenth metrical position I find that the line joint is articulated in that it is 
matched with a relatively major phrasal boundary, but it is not fully articulated in 
that the line joint does not coincide with the end of a thought and the Natural Line 
seems to exert some pressure for continuation. The fact that the final word 
boundary is marked with a weak syllable boundary might also limit the articulation 
of the line-ending. The line joint is subject to under-articulation.  
 
In the second line I find under-articulation at the second position (first foot joint) 
and over-articulation at the sixth position (third foot joint). There is also the issue of 
under-articulation at the tenth position caused by the tailed ending.  
 
  Which ren~ders good for bad, | blessings for cur~(ses) 
 
Muscle Tone: The first line presents divergence in the first two metrical positions, 
with a strong stress occupying the first and a weak stress occupying the second. 
7KLVJLYHVZD\WRDµVWUHVVYDOOH\¶ZKLFKPLJKWEHWUHDWHGDVDUK\WKPLFDOJURXSRU
258 
 
figure. The syllable occupying the fifth metrical position might receive a relatively 
strong stress compared to other weak positions. The syllable occupying the tenth 
metrical position is a naturally weak stress and can therefore be regarded as a 
divergence. 
   
    w---S    w-----S     w---S      w---S  w-S (Neutral Line) 
     //  x      x       //      \     /       x    /    x X 
   [Lady, | you know] no rules of cha~rity,~ 
 
The second line displays divergence in the seventh and eighth positions in which 
there is a strong stress followed by a weak stress. There is also an additional 
weak stress at the tailed ending. This has the potential to create another 
UK\WKPLFDOJURXSRUILJXUHEXWWKHVWURQJVKDSHRIWKHQRZIDPLOLDUµVWUHVVYDOOH\¶LV
compromised by the inclusion of the tailed ending. 
 
    w------S      w-----S     w---S         w---S     w----S   (Neutral Line) 
     x        /       x       /      x    /           //    x      x    //     (x)            
  Which ren~ders good for bad, | [blessings for cur~(ses).] 
 
Muscle Tissue: In the first line I find long vowels in five of the seven words. Only 
two of the seven words are closed by a final consonant, of which only one is a 
PDMRUZRUG³UXOHV´FORVHGE\DYRLFHGDOYHRODUIULFDWLYHZKLFKDIIRUGV
prolongation. Amongst the consonants there is a high proportion of liquids and 
nasals and there is only one YRLFHOHVVVWRSWKHWRI³FKDULW\´7KLVLVWKHRQO\
point in the line at which both voice and breath are arrested simultaneously as a 
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direct result of the speech sound being articulated. These observations will guide 
my choices regarding both the articulation and the stress patterning of the line. 
Overall, the speech sounds lend themselves to stress and articulation achieved by  
PHDQVRIGXUDWLRQDQGSLWFKFRQWRXUVUDWKHUWKDQE\µH[SORVLYH¶DPSOLWXGHDQG
µVKDUS¶FOHDU-cut separations. 
 
The second line has a relatively high frequency of short vowels, with the only long 
YRZHORFFXUULQJLQWKHILUVWV\OODEOHRI³FXUVHV´,QRWLFHWKDWLQFRQWUDVWWRWKH
previous line, the majority of the words ± and all five of the major words ± are 
closed by final consonants. Three of these are closed by voiced alveolar fricatives, 
which afford prolongation, and two by voiced linguolabial stops, which do not 
QDWXUDOO\DIIRUGSURORQJDWLRQ7KHVHWZRZRUGV³JRRG´DQG³EDG´DUHQRWHZRUWK\
for being the only major words over WKHWZROLQHVWRKDYHµFOHDQ¶± that is to say, 
XQDPELJXRXVO\µVWRSSHG¶± final boundaries. The marked sibilance within the line 
generated by the three final voiced fricatives is further highlighted by the voiceless 
DIIULFDWHWKDWFORVHV³ZKLFK´DQGWKHYoiceless fricatives wLWKLQ³EOHVVLQJV´DQG
³FXUVHV´ 
I have now examined all four of the Metrical Factors. This should have brought all 
of the relevant perceptual features to my attention. I am therefore ready to begin 
devising a rhythmical performance in which all of these perceptual features are 
taken into consideration.  
 
    w---S    w-----S     w---S      w---S  w-S   (Neutral Line) 
    //  x      x       //      \     /       x    /    x X 
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  [Lady, | you know] no rules of cha~rity,~ 
   
 
       w------S      w-----S     w---S         w---S     w----S   (Neutral Line) 
     x        /       x       /      x    /           //    x      x    //     (x)            
  Which ren~ders good for bad, | [blessings for cur~(ses).] 
 
 
I consider that these lines afford a rhythmical performance that embodies 
Sustained/Flexible/Free movement, with a sensuous Weight that leaves the 
Working Action in the region of either a relatively Lighting Wringing or a relatively 
Strong Floating. These qualities are achieved by moving through the lines as 
follows: 
 
The first four positions are treated as a group rather than as a figure; that is, the 
tension between the Neutral and Natural Line patterns is maintained rather than 
VQDSSHGLQWKHUHDGLQJRIWKHµVWUHVVYDOOH\¶7KLVJLYHVa slow, curving movement 
to the opening of the line, stretching the speech sounds both to give shape to the  
rhythmical group and to accommodate the over-articulated joint at the second 
SRVLWLRQ7KHµFOLPE¶RXWRIWKHYDOOH\FRQWLQXHVWKURXJKWKHORQJVSHHch sounds of 
the third foot. The under-DUWLFXODWLRQDWWKHHLJKWKSRVLWLRQLVGHDOWZLWKE\µFXUOLQJ¶
DURXQGLWUDWKHUWKDQµEXUVWLQJWKURXJK¶DQGDVOLJKWSURORQJDWLRQRIWKHVSHHFK
sound in the tenth position helps to give articulation to the line-ending whilst also 
giving the sense of one line flowing into the next.  
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The movement continues through into the second line as the slightly prolonged 
liquid and nasal consonants ease their way through the under-articulated foot joint  
at the second position. Over the fourth, fifth and sixth positions, the line finds a 
higher degree of convergence before reaching the over-articulated joint at the sixth 
position and the second stress valley of the construction. The potentially swift 
movement through the curve of the valley is checked by the pronounced sibilance 
and the strength of the tenth position is softened by the final curl of the tailed 
ending.  
 
7KLVSHUFHLYDEOHFKRLFHLVPDGHSOD\DEOHE\OLQNLQJLWWRWKHDFWLYLW\µWRSODFDWH
PDVVDJLQJO\¶7KLVLVDSODXVLEOHFKRLFHZLWKLQWKHGUDPDWLFFRQWH[W5LFKDUG¶VDLP
DVKHLQIRUPVXVLQKLVODWHUVROLORTX\LVWR³ZRR´DQG³ZLQ´/DG\$QQH*LYHQKHU
attitude towards him at this point in the scene, an attempt to placate or soften her 
with this oily pair of verse lineVVHHPVWREHDµORJLFDODQGFRKHUHQW¶WDFWLF 
 
,QDQDO\VLQJ$QQH¶VUHVSRQVH,ILQGDQXPEHURIVLPLODULWLHVDQGDQXPEHURI
important differences in the construction: 
 
      w---S      w--------S       w--S    w---S    w----S  (Neutral Line) 
    //   x       X         //         \    /     x     /     x     / 
  >9LOODLQ_WKRXNQRZ¶VW@QRODZRI*RGQRUPDQ 
 
   w-----S    w----S     w-----S        w-------S    w--S  (Neutral Line) 
    \       /      \     /        x      /         \           /     x   /   (x)       
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  No beast so fierce but knows some touch of pit~(y). 
 
Bones: 7KHERQHVWUXFWXUHRIWKHVHYHUVHOLQHVLVLGHQWLFDOWRWKDWRI5LFKDUG¶V
lines: a one-to-one correspondence of syllables to metrical positions in the first line  
(accepting the cRQWUDFWLRQ³NQRZ¶VW´DVDVLQJOHV\OODEOH586), and a tailed ending to 
the second line. 
 
Joints: +HUH,VHHVRPHGLIIHUHQFHVEHWZHHQ5LFKDUG¶VOLQHVDQG$QQH¶V7KHILUVW
line displays similar over-articulation at the second position (first foot joint) but 
without the under-articulation of the eighth position (fourth foot joint). There is 
stronger articulation at the line-joint. There is not the under-articulation of the first 
IRRWMRLQWVHHQLQ5LFKDUG¶VOLQHQRUWKHVL[WKSRVLWLRQFDHVXUDQRUWKHSRWHQWLDO 
under-articulation at the eighth position that accompanies the rhythmical 
JURXSILJXUH7KHUHLVWKHSRVVLELOLW\RIDQµXQPDUNHG¶FDHVXUDDQGWKHUHIRUHRYHU-
articulation, at the fourth position as the phrasing of the Natural Line divides. The 
most noticeable feature of the two verse lines is the high frequency of  
monosyllabic words (seventeen out of nineteen, with the only disyllabic words 
being the first and last of the two line sequence) which means that there are word 
boundaries (some major, some minor) at eighteen out of twenty joints. This leads 
me to expect relatively heavy/strong articulation throughout the sequence. 
 
                                                          
586 /ŶǁŚŝĐŚĐĂƐĞ “ŬŶŽǁ ?Ɛƚ ?ƌŚǇŵĞƐǁŝƚŚ “ďŽĂƐƚ ? ? 
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Muscle Tone: The shape of the initial stress valley is distorted if I opt for a degree 
RIHPSKDWLFVWUHVVRQ³WKRX´ZKLFKVHHPVWREe justified in the context587. 
Nevertheless, there is divergence in the strong stress occupying the first position  
and the weak stress occupying the second. The third foot contains two strong 
VWUHVVHVDVLQ5LFKDUG¶VOLQH8QOLNHLQ5LFKDUG¶VOLQHKRZHYHU, there is a naturally 
strong stress occupying the tenth position. In the second line there is a high 
frequency of strong stress, with the first, third and seventh positions all containing 
relatively strong speech stresses for the positions they occupy. There is not the 
divergent rhythmical group occupying the final four positions that I found in 
5LFKDUG¶VWH[W 
 
Muscle Tissue: 7KHILUVWWKLQJ,QRWLFHLQFRQWUDVWWR5LFKDUG¶VWH[WLVWKDWLQ$QQH¶V
first line, four (as opposed to only one) of the major word boundaries are closed by 
ILQDOFRQVRQDQWV,Q$QQH¶VVHFRQGOLQHSHUKDSVWKHPRVWQRWLFHDEOHIHDWXUHLVWKH
high level of sibilance and the repetition of the voiceless alveolar stop /t/, which is 
particularly prominent, and combined with the use of the voiceless bilabial stop /p/, 
DWWKHHQGRIWKHOLQH³WRXFKRISLW\´7KHVHDUHWKUHHRIVL[YRLFHOHVVVWRSVZLWKLQ 
$QQH¶VWZROLQHVDVRSSRVHGWRRQO\RQHLQWKHHQWLUHW\RI5LFKDUG¶VXWWHUDQFH
&RPSDULQJWKHIHHORI$QQH¶VOLQHVWR5LFKDUG¶VLQWKHPRXth, whilst his lines have 
a degree of openness, hers are more closed and require much more work at the 
front of the mouth. 
 
                                                          
587 This does not mean hitting the personal pronoun over the head with a hammer blow of amplitude. The 
ƉƌŽŵŝŶĞŶĐĞƌĞƋƵŝƌĞĚƚŽƉŽŝŶƚƵƉ “ƚŚŽƵ ?ĂƐŽƉƉŽƐĞĚƚŽ “ŵĞ ?ŵŝŐŚƚďĞĂĐŚŝĞǀĞĚďǇĂŶŽƚŝĐĞĂďůĞƐŚŝĨƚŝŶ
pitch, for example.  
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Discounting for a moment the divergence that opens the first line and the tail that 
closes the second, such verse might afford Strong/Sustained movement, with the 
collective over-articulation of the joints held in tension with the Neutral Line, as the 
RQHµSXOOVEDFN¶DJDLQVWWKHIRUZDUGPRPHQWXPRIWKHRWKHUDQGWKHVWURQJ
stresses strive to make their presence felt. Within this long stretch of 
monosyllables there are none of the consecutive weak stresses or under-
DUWLFXODWHGIRRWMRLQWVWKDWKHOSWRFUHDWHWKHVHQVHRI)OH[LELOLW\LQ5LFKDUG¶VOLQHV
The relatively high level of articulation at the first line joint also affords Direct 
movement. Rather than curving around the line-ending, I might treat the end of 
$QQH¶VILUVWOLQHDVHLWKHUDVWRSIROORZHGE\DQHZPRYHPHQWRUDVDVKDUSµULJKW-
DQJOHG¶WXUQZLWKLQDQRQJRLQJPRYHPHQW7KHKHDY\DUWLFXODWLRQRIWKHOLQHV
combined with WKHUHODWLYHO\KLJKIUHTXHQF\RIVWRSVDQGSRWHQWLDOO\µKDUVK¶
sibilants, might afford movement that is more Bound than Free. This leads me 
towards the choice of a Pressing (Strong/Direct/Sustained/Bound) Working Action.  
 
What, though, of the stress valley that occupies the first four positions of the first 
line? The over-articulation at the second position can be made much cleaner and 
PRUHGHILQHGWKDQWKHHTXLYDOHQWDUWLFXODWLRQLQ5LFKDUG¶VOLQH7KLVLVEHFDXVHRI
the closing consonant, which has the pRWHQWLDOWRDOORZIRUDKDUGµVWRS¶7KH
movement through the first two positions may be different as well. The voiced  
fricative /v/ does lend itself to prolongation but the short vowel that follows it 
GRHVQ¶W,PLJKWDFKLHYHDKLJKOHYHORISURPLQHQFHIRr the divergent pattern by 
Strong/Quick/Bound movement through the first two positions: the divergent strong 
VWUHVVµEXUVWLQJIRUZDUG¶DQGWKHQµVODPPLQJLQWR¶WKHRYHU-articulated joint at the 
second position. I might then think that the divergent tail at the end of the second 
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OLQHDOVRDIIRUGVD6WURQJ4XLFNµEXUVWLQJ¶TXDOLW\7KHZRUGWKDWYLRODWHVWKHMRLQWDW
WKHWHQWKSRVLWLRQ³SLW\´IROORZLQJZKDW,DPWUHDWLQJDV6WURQJPRYHPHQW
through the line, seems very well suited to highlighting the divergHQFHE\µEXUVWLQJ¶
through the obtruding joint: the initial plosive leading into a short vowel and then 
hitting, at the joint itself, a voiceless stop that cannot easily be lingered over but 
WKDWFDQDFWDVDVXGGHQUHOHDVHLQWRWKHILQDOµH[WUD¶V\OODEOH The moment of 
µEXUVWLQJWKURXJK¶WKHMRLQWFDQEHJLYHQDGGLWLRQDOµFRQWHQGLQJ¶:HLJKWE\LWV
FRQVRQDQFHZLWKWKHWRI³WRXFK´ 
 
If I decide to treat the verse lines in this way then what I seem to have is a 
Pressing Working Action with Strong/Quick movement at its inception and 
conclusion. This might be thought of as one movement: if the Pressing is like 
pushing a heavy object then the initial Quickness might be conceived as the 
PRPHQWRIWKURZLQJRQH¶VVKRXOGHUDJDLQVWLWDQGWKH4XLFNHQGLQJDVWKHIinal 
shove as contact with the object is broken. There may be a number of other 
options available but I submit think that this is a perceivable choice. An activity 
VXFKDVµWRUHSHOSXVKLQJO\¶LVDSOD\DEOHFKRLFHDQGWKDWVXFKEHKDYLRXULV
plausible for AQQH¶VFKDUDFWHUERWKLQWHUPVRIKHUDFWLRQLQWKHVFHQHµWRPDNH
KLPJRDZD\¶DQGDVDGLUHFWUHVSRQVHWRWKHDFWLYLW\,KDYHVXJJHVWHGIRU
5LFKDUGKHWULHVWRµPDVVDJH¶KLVZD\WKURXJKKHUGHIHQFHVDQGVKHWKURZVKHU
Weight into Pressing him away.  
The next liQHRIWKHH[FHUSWLV5LFKDUG¶V 
: 
  But I know none, and therefore am no beast 
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Bones: Convergence between the patterns. 
 
Joints: Over-articulation at the fourth position (creating a caesura). Under-
articulation at the sixth position. High proportion of word boundaries. 
 
Muscle Tone: Relatively strong stresses occupying the third and ninth positions. A 
relatively weak stress occupying the eighth position. 
 
Muscle Tissue: The most noticeable feature is the alliteration of /n/ sounds: 
³NQRZ´³QRQH´³QR´ 
 
The first question here is what to do with the four positions occupied by the first 
KHPLVWLFK7KHUHLVWKHSRWHQWLDOWRWUHDWWKLVDVDJURXSZLWKDQXSZDUGµVORSH¶RI
stress: 
 
     x   \     /      //  
  [But I know none] 
 
Or as a more convergent alternation of stresses: 
   
    x   /    X       / 
  But I know none 
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Or as a more divergent figure, foregrounding consecutive stresses supported by 
alliteration:    
   
 
      x  x     //      // 
  [But I know none]  
 
 
The last of these could be modified to give a slight stress to the second syllable, 
MXVWHQRXJKWRSRLQWXSWKDWWKH³,´LVRSSRVHGWRWKH³EHDVW´PHQWLRQHGE\$QQH
What attracts me to this option is the change of tempi, both in relation to my 
UHDGLQJRI5LFKDUG¶VSUHYLRXVDFWLYLW\DQGLQresponse to the lines from Anne. The 
µVORSH¶RSWLRQVHHPVWREHOHDGLQJWRZDUGVDQRWKHU6XVWDLQHGFKRLFH7KHPRUH
FRQYHUJHQWRSWLRQLVSRVVLEOHEXWGRHVQ¶WVHHPWREHPDNLQJWKHPRVWRIWKH
affordances presented by the construction. This rhythmical figure seems to offer 
an opportunity to introduce variation, with a Quick movement through the first two 
positions and two sharp stresses in the third and fourth. 
 
7KHUHLVDQRWKHURSSRUWXQLW\IRUWKLVNLQGRIµGRXEOHMDE¶PRYHPHQWLQWKHQLQWKDQG
tenth positions of the line. The final foot is even preceded by two relatively weak 
stresses, which might suggest that the same figure could be repeated. However, 
WRDUWLFXODWHWKHILJXUHDWWKHVL[WKSRVLWLRQZRXOGPHDQVHYHULQJ³WKHUH´IURP 
³IRUH´ZKLFKSXWVPHLQGanger of destroying the Natural Line altogether. If I want 
the two strong stresses to stand out, I might be better to treat the foot they occupy 
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as a mini group in its own right, thus creating a three-group internal structure for 
the gestalt: 
     x  X    //       //        x      /        x     ?      //     // 
  [But I know none] [and there~fore am] [no beast] 
 
 
I have left a question mark over the seventh position because I now have a 
GHFLVLRQWRPDNHDERXWKRZWRVKDSHWKHPLGGOHJURXS,I,WUHDW³DP´as a weak 
VWUHVVWKHJURXSWRZKLFKLWEHORQJVWDNHVRQDGLYHUJHQWVKDSH,IKRZHYHU,µWLOW¶ 
the reading so that the syllable in the seventh position receives a higher degree of 
stress, this creates a more convergent stress pattern in middle portion of the line. 
If this slight stress is achieved by deceleration, this will also help to articulate the 
joint at the eighth position. The under-articulation at the sixth position might be 
GHDOWZLWKE\DVOLJKWVWUHWFKLQJRI³WKHUH´DQGD)OH[LEOHSLWFKFRQWour guiding me 
through the joint. This can be done with a degree of ease given that the authority 
of the foot joint is somewhat undermined by the three group structure anyway.  
 
    w---S  w------S      w-----S      w----S      w----S  (Neutral Line)
               x  X    //       //        x      /        x     X      //     // 
  [But I know none] [and there~fore am] [no beast]     
 
Given as a rhythmical performance this perceivable choice involves a gestalt 
subdivided into three groups: a first that is dominated by two Quick jabs, a second  
that seems more Sustained/Flexible, and a third made up of two more jabs. This 
can be understood and experienced as a series of Quick/Direct Dabs (or possibly 
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fairly Light Punches) separated by a Sustained/Flexible recovery: float like a 
butterfly, sting like a bee, perhaps.  
 
How might this become a plausible and playable choice? In terms of the logic and 
FRKHUHQFHRIWKHVFHQH5LFKDUG¶VSUHYLRXVWDFWLFKDVEHHQSRRUO\UHFHLYHGDQG 
elicited a less than favourable respRQVHIURPWKHREMHFWRIKLVµDIIHFWLRQV¶
Changing tack, therefore, seems like a logical thing for Richard to do. The activity 
PLJKWEHµWRWHDVH¶ZLWKWKH'DEELQJ:RUNLQJ$FWLRn, along with its evasive 
UHFRYHU\SHUVRQDOLVHGDVWKHNLQGRIµMDEELQJ¶RUµSRNLQJ¶µ7RWHDVHSRNLQJO\¶D
playable choice that seems plausible within the given circumstances. 
  
:KDWIROORZVLVDQH[FKDQJHLQZKLFKRQFHDJDLQWKHFKDUDFWHUV¶OLQHVVHHPWR
echo one another whilst displaying a number of important differences. 
 
 ANNE   O wonderful, when devils tell the truth! 
 
 RICHARD   More wonderful, when angels are so angry. 
 
Bones: $QQH¶VOLQHLVFRQYHUJHQW5LFKDUG¶VOLQHKDVDWDLOHGHQGLQJ 
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Joints: Both lines have under-articulation at the second position and over-
articulation at the fourth. Both have under-articulation at the sixth position. 
5LFKDUG¶VOLQHKDVWKHDGGLWLRQDOXQGHU-articulation caused by the tailed ending. 
 
Muscle Tone: Both lines have strong stresses occupying the first position and 
relatively weak stresses occupying the fourth. The opening four positions of each 
line might be turned into a rhythmical group or figure to deal with the divergent  
SDWWHUQ5LFKDUG¶VOLQHKDVDUHODWLYHO\ZHDNVWUHVVLQWKHHLJKWKSRVLWLRQ³DUH´
and a relatively strong stress LQWKHQLQWKSRVLWLRQ³VR´ 
 
Muscle Tissue: 7KHPRVWQRWLFHDEOHIHDWXUHLVWKDW$QQH¶VOLQHFRQWDLQVVWURQJ
alliteration in the second hemistich: two major words opening with /t/. The major  
word that precedes them opens with the voiced equivalent /d/ and, as both sounds 
involve the same movements of the articulators, the pattern may be experienced 
as a sequence of three. This might modify my assessment of the muscle tone to 
JLYHDGGLWLRQDOVWUHVVWR³GHYLOV´³WHOO´DQG³WUXWK´5LFKDUG¶VOLQHKDVDUXQ of 
VLPLODUWKRXJKQRWLGHQWLFDOVRXQGVLQ³DQJHOV´³DUH´DQG³DQJU\´7KHVHPD\DOVR
invite added stress, though given the different natures of the sounds that are being 
highlighted in each line, the ways in which the stresses are achieved are likely to 
be very different as well.    
 
The first question is how to deal with the syllables occupying the first four positions 
RI$QQH¶VOLQH 
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One option is to treat them as a sharply articulated, divergent figure with two 
strong stresses followed by two weak stresses. The under-articulated foot joint 
ZLWKLQWKHILJXUHPLJKWEHH[SHULHQFHGDVDµVQDSSLQJSRLQW¶WZRH[WHQGHGVWURQJ
V\OODEOHVVXGGHQO\JLYLQJZD\WRWZRTXLFNZHDNVWUHVVHVµFDVFDGLQJ¶WKURXJKWKH
foot joint in the process. Something of a Slashing movement, perhaps. 
 
    //    //      x  x 
  [O won~derful] 
 
$OWHUQDWLYHO\,PLJKWVORZWKHPRYHPHQWWKURXJKWKHVHFRQGIRRWE\µWLOWLQJ¶WKH
VWUHVVSDWWHUQWRJLYHVRPHSURPLQHQFHWR³IXO´SHUhaps by way of prolongation of 
the speech sound and a slight increase in amplitude, which will also help to over-
articulate the second foot joint without the sharp separation required by the figure. 
7KLVFUHDWHVDOHVVGLYHUJHQWJURXSKHOGLQWHQVLRQUDWKHUWKDQµVQDSSLQJ¶WKH
tension) with the Neutral Line. The under-articulation at the second position might  
EHPDUNHGE\GHFHOHUDWLRQDQGDµFXUYLQJ¶SLWFKFRQWRXU7KH6ODVKbecomes more 
of a Wring.   
    /    //      x   \ 
  [O won~derful] 
 
I am going to prefer this second option because I believe it pairs well with what is 
WRIROORZ7KHVHFRQGKHPLVWLFKRI$QQH¶VOLQHLQYROYHVYHU\VWURQJVWUHVVHVRQWKH
three major words, all with plosive word onsets.  
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7KLVOHQGVLWVHOIWR6WURQJ4XLFNPRYHPHQW7KLVFDQEHWDNHQIXUWKHULI³GHYLOV´LV
WUHDWHGDVµEXUVWLQJWKURXJK¶WKHWKLUGIRRWMRLQW:KDWWKLVJLYHVPHLVDILUVW
KHPLVWLFKWKDWµZLQGVXS¶WKHWHQVLRQEHWZHHQWKHSDWWHUQVDVD:ULQJDQGD
second hemistich that explodes forwards as a series of Strong, Quick Punches. 
 
   w---S     w---S        w----S   w----S  w----S (Neutral Line) 
    /    //      x    \          x     //    x     //   x     // 
  [O won~derful], | when de~vils tell the truth! 
 
This could be understood as two movements/activities, with one acting as a 
SUHSDUDWLRQIRUWKHRWKHUµ7RPRFNWZLVWLQJO\¶DQGWKHQµWRGHULGHSXOYHULVLQJO\¶
These are playable choices. They are also plausible within the dramatic context. 
7KHVHDFWLYLWLHVFRXQWHUDFW5LFKDUG¶VDWWHPSWVWRZLQ$QQH¶VIDYRXUDQGFDQEH
understood as being enacted in the pursuit of her scenic action. If she can beat 
him down with these activities then she is a step closer to getting rid of him.  
 
If Anne Wrings at Richard, then maybe he Wrings right back at her. The first four 
SRVLWLRQVRI5LFKDUG¶VOLQHDIIRUGH[DJJHUDWHGPLPLFU\RI$QQH¶VRZQ line. In the 
second hemistich, however, he does not seem to match her series of Punches. 
Rather, the construction affords a Lighter, more Sustained and Flexible, Floating 
µVWURNH¶5DWKHUWKDQµEXUVWLQJWKURXJK¶WKHMRLQWDWWKHVL[WKSRVLWLRQ³DQJHOV´Pight 
VWUHWFKDQGFXUYHLWVZD\WKURXJKLWWKHVOLJKWZHDNHQLQJRIVWUHVVRQ³DUH´DQGWKH
VOLJKWLQFUHDVHRIVWUHVVRQ³VR´PLJKWEHXVHGWRVRIWHQDQGVORZWKHIRUZDUG
momentum of the line, and a yielding curve through the tailed ending finishes the 
job. 2QWKLVEDVLV5LFKDUGPLJKWEHVHHQDVPDWFKLQJ$QQH¶VµPRFN¶ZLWKDµPRFN¶ 
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RIKLVRZQDQGWKHQKDYLQJVHWXSWKHH[SHFWDWLRQRIPDWFKLQJ$QQH¶VOLQH
WKURXJKRXWKHFDQIROORZWKHµSXOOLQJEDFN¶RIWKHFDHVXUDE\HDVLQJLQWRDQ
DFWLYLW\VXFKDVµWRGLVDUPVWURNLQJO\¶ 
 
     w------S     w---S      w-----S    w----S    w---S  (Neutral Line) 
      //       //       x   \         x      /      x     X    X    /     (x) 
  [More won~derful], | when an~gels are so an~(gry) 
 
 
 
In the foregoing analysis I noted several instances in which alternative readings of 
the verse construction might lead to different performance choices. I chose not to 
pursue those possibilities in my interpretation of the passage. This is perfectly 
legitimate within the context of the Verse Psychology Game: it is not incumbent on 
the player to have explored every conceivable possibility in depth before making a 
choice and, indeed, given that each and every line of dramatic verse might afford 
numerous performance choices, to impose such a restriction on oneself might 
render the game almost unplayable. However, for the purposes of illustration, I will 
H[SORUHVRPHDOWHUQDWLYHUHDGLQJVRI5LFKDUG¶VOLQH 
 
   But I know none and therefore am no beast. 
 
7RWKLVOLQH,DVFULEHGWKHDFWLYLW\µWRWHDVHSRNLQJO\¶0\DQDO\VLVVXSSRUWVWKH
assertion that this constitutes a plausible, perceivable and playable choice. 
However, before making this choice I suggested that the line might be stressed in 
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different ways. The syllables occupying the first four metrical positions could be 
treated like this: 
 
     x  \     /       // 
   But I know none 
 
7KLVµVWUHVVVORSH¶PLJKWJLYHULVHWRWKHH[SHULHQFHQRWRID'DEELQJPRYHPHQW
but of something more Sustained. The steady progression in the levels of stress ± 
with the muscle tone of each foot still converging with the weak-strong pattern of 
the Neutral Line ± can be realised as a Direct movement. This puts us in the 
territory of either Gliding or Pressing. The slight over-articulation of the foot joint at 
the fourth position (arising from the phrasal boundary) might be used to slow the 
overall movement of the line, adding to the sense of a Sustained activity. There is 
the potential for a similar stress slope in the final portion of the line: 
 
    x   \     /        //        x     /         x     \     /       // 
   But I know none | and there~fore am no beast     
 
The movement through the last four metrical positions can echo that of the first 
four. If the movement through the under-articulated joint at the sixth position is 
realised through deceleration then this contributes to the Sustained quality. The 
µUHVHW¶WRDORZHUOHYHORIVWUHVVDIWHUWKHIRXUWKSRVLWLRQDQGWKHUHSHDWHGSDWWHUQRI
WKHµVWUHVVVORSH¶PLJKWOHDGPHWRSHUIRUPWKHOLQHQRWDVRQHFRQWinuous 
Sustained movement but as two iterations of a Sustained movement with the slight 
variation offered by the movement through the under-articulated joint at the sixth 
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position operating as a recovery between the two. If the movement is regarded as 
somewhere between a pair of Glides and a pair of Presses (the former 
Strengthening towards the latter and then starting as a Lighter movement again at 
the recovery) then this could be experienced as pulling, gently but firmly, on a 
rope. In terms of playability, the DFWLYLW\PLJKWEHµWRFRHUFHSXOOLQJO\¶ 
 
Another possibility might be to use the monosyllables of the first portion of the line 
to create, not a Sustained movement, but a series of Strong/Quick ones: 
 
     x   /     \      // 
   But I know none 
 
TKHUHLVWKHSRWHQWLDOKHUHIRUµMDEELQJ¶3XQFKLQJWKHYHUVHDW$QQHµWREHUDWH
MDEELQJO\¶7KHVOLJKWRYHU-articulation at the fourth position offers an opportunity to 
change tack. Deceleration through the under-articulated joint at the sixth position 
can be used to create a more Sustained quality leading into a relatively gentle 
stress slope in the final portion of the line. 
 
      x  /     \       //        x      /         x    X    \      /   
   But I know none | and there~fore am no beast     
 
The second hemistich becomes a Gliding movement which could be used to 
FRXQWHUDFWWKHYLROHQFHRIWKHILUVWDFWLYLW\µ7REHUDWHMDEELQJO\¶IROORZHGE\µWR
VRRWKHVWURNLQJO\¶7KHVHDUHSOD\DEOHDFWLYLWLHVDQGWKHVHTXHQFHLVSODXVLEOHLI
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ZHLPDJLQHWKDWLQµMDEELQJ¶5LFKDUGUHDFWVLQWXLWLYHO\WR$QQH¶VLQVXOWDQGWKHQ
checks himself, shifting into a more conciliatory mode of action. 
 
A fourth possibility for the line is to treat it as one continuous Gliding movement. 
7KLVFDQEHDFKLHYHGE\µWLOWLQJ¶WKHSHUIRrmance in the direction of the Neutral 
Line pattern; that is, by adopting a convergent delivery style. The divergences 
within the construction are fairly mild and so the resistance to such a performance 
will be minimal.  
 
       x   /    X      /         x      /         x     /    X      / 
   But I know none | and there~fore am no beast     
 
The tension generated by such a performance may just be enough to create a 
degree of Bound Flow. For me, the image that comes to mind is that of getting a 
naughty child to stop screaming in my face by placing my hands on his upper arms 
and guiding him, very gently, WRWDNHDVWHSEDFN7KHDFWLYLW\PLJKWEHµWRFDOP
JXLGLQJO\¶ 
 
I do not suggest that these examples exhaust the possibilities even for this rather 
µVLPSOH¶OLQHRIGUDPDWLFYHUVH7KH\PHUHO\VHUYHWRLOOXVWUDWHWKDW, for the player of 
the Verse Psychology Game, it is always a question of making informed decisions 
UDWKHUWKDQDWWHPSWLQJWRILQGµFRUUHFWLQWHUSUHWDWLRQV¶7KHRQO\FRQVWUDLQWVRQWKH
SOD\HU¶s creative freedom are the constitutive rules of the game and his or her own 
levels of rhythmic competence.   
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In this chapter I have demonstrated the potential for the Anatomical Approach and 
the principles of the Verse Psychology Game to play an integral role in the 
analysis and interpretation of metrical dramatic verse. This approach leads to 
plausible, perceivable and playable SHUIRUPDQFHFKRLFHV,WEXLOGVRQ%DUWRQ¶VDLP
RIµPDUU\LQJWKHWZRWUDGLWLRQV¶VXUSDVVHVWKHµYDJXHDQGZRROO\¶DSSURDFKHVWR
µDFWLRQLQJ¶YHUVHWH[WVGHVFULEHGE\*DVNLOODQGJLYHVWKHYHUVHDGUDPDWLF
function that is not only active but hyperactive.    
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Chapter 6: Gaming the Play 
 
 
In this chapter, I present a series of exercises and techniques for composing 
metrical dramatic verse in accordance with the principles of the Verse Psychology 
Game. I have developed and carried out these exercises in order to further my 
own creative development as a playwright. However, I suggest that these 
exercises might be used as pedagogical tools for developing the skills of other 
writers. I therefore propose the techniques outlined in this chapter as the basis of a 
SRWHQWLDOWUDLQLQJFRXUVHIRUµVHQVLWLVLQJ¶SOD\ZULJKWVWRWKHSHUIRUPDWLYH
hyperactive possibilities of dramatic verse. Such a course might form part of a 
wider programme in dramatic writing.   
 
6.1 Re-Verse Psychology 
 
 
The Motion in Poetry Metaphor and the Verse Psychology Game provide a 
framework within which the rhythms of metrical dramatic verse can be understood 
and experienced as purposeful movements of the human body and therefore as 
embodying psychophysical dramatic action. What does this mean for my creative 
process as a contemporary verse dramatist? It means that it should be possible to 
compose, develop and evaluate metrical dramatic verse on the basis of its 
performative potential; that is, on the basis of its capacity to embody 
psychophysical dramatic action.  
 
The very structure of the Verse Psychology Game might, however, present the 
playwright with a problem or, rather, with the apparent lack of a problem. If I, as a 
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verse dramatist, assume that any script I happen to write will (or, at least, could) 
be interpreted and performed by a group of highly-skilled players of the Verse 
3V\FKRORJ\*DPHWKHQFDQ¶W,UHO\RQWKHP to do my job for me? In other words, 
GRHVQ¶WWKH9HUVH3V\FKRORJ\*DPHVLPSO\VKLIWWKHUHVSRQVLELOLW\IRUPDNLQJ
verse active from the playwright to the actor? The obvious objection to this is that, 
whilst it is up to the actor to make plausible, perceivable and playable performance 
FKRLFHVWKHSOD\ZULJKWKDVDUHVSRQVLELOLW\DVWKHµJDPHZULJKW¶WRFUHDWHYHUVH
which affords such choices. This raises another question: is there good reason to 
suppose that any line of iambic pentameter is unplayable in principle? Within the 
framework that I have described, the answer appears to be no. 
 
7VXU¶VWKHRU\RIFRJQLWLYHSRHWLFVUHOLHVRQWKHSULQFLSOHWKDWDOLQHRIPHWULFDOYHUVH
is considered metrical by virtue of the fact that a rhythmically competent performer 
can treat it as such (by producing a rhythmical performance of the line). This 
means that any line of iambic pentameter, by definition, affords rhythmical 
performance. The Motion in Poetry Metaphor suggests that any rhythmical 
performance of a line of iambic pentameter has the potential to be understood and 
H[SHULHQFHGDVDSXUSRVHIXOPRYHPHQWRIWKHKXPDQERG\/DEDQ¶VV\VWHPRI
Motion Factors and Working Actions, as applied in the Laban-Malmgren System, 
suggests that any purposeful movement of the human body has the potential to be 
used as the experiential metaphor for a dramatic activity. This leads to the 
conclusion that any line of iambic pentameter could, if placed in an appropriate 
dramatic context, be used in the embodiment of some form of psychophysical 
dramatic action. 
 
280 
 
7KHIDFWWKDWQROLQHRILDPELFSHQWDPHWHULVµXQSOD\DEOHLQSULQFLSOH¶GRHVQRW
however, prevent me from making positive choices about the construction of my 
own dramatic verse or from using the principles of the Verse Psychology Game in 
order to discern between one construction and another. Nor does it prevent me 
from making informed judgements about the appropriateness of a particular 
construction within a coherent, ongoing sequence of dramatic activities. As a 
playwright, I can ensure that lines are playable by identifying and selecting a 
plausible, perceivable and playable choices of my own.  
 
,KDYHDUJXHGWKURXJKRXWWKLVWKHVLVWKDWIURPDQDFWRU¶VSHUVSHFWLYHDXWKRULDO
intention is irrelevant to an assessment of the rhythmical affordances presented by 
a line of dramatic verse. I still maintain that this is the case. If new evidence came 
to light tomorrow that the script for Hamlet had, in fact, been produced as the 
result of an infinite number of monkeys bashing away at an infinite number of 
W\SHZULWHUVWKHQWKHOLQH³5HPRUVHOHVVWUHDFKHURXVOHFKHURXVNLQGOHVVYLOODLQ´
would continue to have the same rhythmical affordances as it had yesterday. 
Nevertheless, if I had written that line, I could use the principles of the Verse 
Psychology Game to make meaningful judgements about its performative potential 
DQGLWVSODFHZLWKLQDµORJLFDODQGFRKHUHQW¶VHTXHQFHRIGUDPDWLFDFWLRQ(QDEOLQJ
such a process is part of the original contribution that this thesis makes to the 
practice of the contemporary verse dramatist. 
 
By playing the Verse Psychology Game with my own text ± that is, by making my 
own performance choices and assessing them in relation to the rhythmical 
affordances of the lines ± I am able to make an informed judgement as to whether 
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the verse has the potential to embody a specific sequence of dramatic action and, 
within the limits of my own rhythmic competence as a writer, modify the 
affordances of the line to better suit my choices. Moreover, the legitimacy of my 
assessment of the verse is not dependent on a particular actor making the choices 
LQSHUIRUPDQFH,ZLOOKDYHPDGHLQWKHDFWRIFRPSRVLWLRQ)URPDJDPHZULJKW¶V
perspective, the fact that there may be multiple routes through the maze does not 
invalidate the game, but solving the puzzle oneself is the best way of knowing that 
there is indeed a route to its heart. 
 
In its simplest form, then, the task of the playwright-as-gamewright is to play the 
Verse Psychology Game backwards: to start with a sequence of plausible and 
playable choices of dramatic activity and then to create lines or sequences of lines 
in which such choices can be regarded as perceivable affordances. In practice, the 
task of composing active verse lines will not be so linear. The writing process is 
iterative, involving intuitive phases as well as those of considered decision-making 
and analysis; it is perfectly possible within the framework that I have presented for 
WKHSOD\ZULJKW¶VFKRLFHVWRµHPHUJH¶UDWKHUWKDQKDYLQJWREHSODQQHGRXWLQ
advance.  
 
The questions for the dramatist now become more practical: it is all very well to 
intend to write verse lines that afford specific dramatic activities but how might I 
actually do it? My ability to fulfil the role of the playwright-as-gamewright is 
dependent on my own levels of rhythmic and lusory competence and also on my 
OHYHORIµVHQVLWLYLW\¶WRWKHH[SHULHQWLDOQDWXUHRIWKH0RWLRQLQ3RHWU\0HWDSKRU
+RZWKHQPLJKW,JRDERXWEHFRPLQJPRUHFRPSHWHQWDQGPRUHµVHQVLWLYH¶"  
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,KDYHIRXQGWKDWµWHFKQLFDO¶H[HUFLVHVDUHDVLPSOHTXLFNDQGHDV\ZD\RIWHVWLQJ
and challenging my ability to compose verse in accordance with the principles of 
the Motion in Poetry Metaphor. In the following example, I set myself the task of 
composing a Slashing line. The account below is based on notes taken at the time 
of carrying out the exercise. Track 4 of the digital appendix provides vocal 
demonstrations of the lines composed in the exercise. 
 
 
In the first instance, I can try to either imagine or enact a simple Slashing 
movement and write intuitively on the basis of that psychophysical sensation: 
 
   ,¶OOVODS\RXZLWKWKH6ODVKLQJRIWKLVOLQH 
 
Not exactly profound, but it gives me something to work with. In the moment of 
composition, this line felt like a Slashing movement. Is there anything in the 
perceptual features of the line to support my intuition that it affords a Slashing 
rhythmical performance? Applying the analytical tools of the Anatomical Approach 
will help to answer that question: 
 
     x      //      x   X     x      //       x   X   x      / 
   ,¶OOVODS\RXZith the Slash~ing of this line!     
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The bone structure is convergent. In terms of joint articulation, the most notable 
feature is the under-DUWLFXODWHGMRLQWDWWKHVL[WKSRVLWLRQZLWK³6ODVKLQJ´YLRODWLQJ
the third foot joint of the Neutral Line). The muscle tone is notable for the fact that 
there are naturally weak stresses in the fourth and eighth positions. In the notation 
above, I have marked these as X stresses but there are choices to PDNHµWLOW¶WKH
speech stresses in the direction of convergence or emphasise the divergence, 
FUHDWLQJµORQJVWUHVVYDOOH\V¶EHWZHHQWKHPRUHSURPLQHQWV\OODEOHV/RRNLQJDWWKH
muscle tissue, there is alliteration between the syllables occupying the second and 
sixth positions, both of which are strong, and this may encourage me (as the actor) 
to give an even higher level of stress to those syllables. It is also worth noting that 
all of the strong metrical positions except the tenth are occupied by syllables 
involving short vowel sounds. A Strong/Quick/Flexible movement is afforded by 
WKHSRWHQWLDOWRJLYHH[FHSWLRQDOO\VWURQJVWUHVVWRWKHDOOLWHUDWLYHV\OODEOHVµVZHHS¶
WKURXJKWKHZHDNVWUHVVHVRIWKHµFXUYHG¶VWUHVVYDOOH\VDQGµEXUVWWKURXJK¶WKH
foot joint at the sixth position. As a next step in the exercise I might try to modify 
WKH6ODVKLQJTXDOLW\RIWKHOLQH:KDWIHDWXUHVPLJKW,DGGRUFKDQJH"$QµH[WUD¶
syllable somewhere: 
 
  ,¶PVODSSaLQJ\RXZLWKWKHVODVKaLQJRIWKLVOLQH      
 
The disyllabic occupancy of the third metrical position might be used to speed up 
WKHPRYHPHQWIURP³VODSSLQJ´WR³6ODVKLQJ´ZLWK³-LQJ´DQG³\RX´FRPSUHVVHGLQ 
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their duration in order to be experienced as occupying a single weak position. The 
under-articulation at the second position might be used as another opportunity to  
µEXUVWWKURXJK¶DIRRWMRLQWZKLFKDJDLQPLJKWHQFRXUDJHD6WURQJ4XLFN)OH[LEOH
movement.  
 
If additional weak stresses and under-articulated joints seem to move the line in 
the right direction, then perhaps a tailed ending might be worth trying as well: 
 
  ,¶PVODSSaLQJ\RXZLWKWKH6ODVKaLQJRIWKLVYHUVHaOLQH   
 
Alternatively, I can start again and try to create a new Slashing line: 
 
  This line will move as a torrent of verse 
 
This FRQVWUXFWLRQFRQWDLQVDµVWUHVVPD[LPXPLQDZHDNSRVLWLRQ¶ 
 
     x       /     x       /    x   x   //    x   x    // 
  This line will move as a [torrent of verse]     
 
In order to maintain the gestalt of the verse line a rhythmical performance may 
involve the final four positions being sharply articulated as a divergent rhythmical  
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figure. This invites Strong/Quick/Flexible movement through the stress valley. The 
WHQVLRQEHWZHHQWKH1HXWUDODQG1DWXUDOSDWWHUQVLVµVQDSSHG¶DQGWKHILJXUHLV 
µIRUHJURXQGHG¶EXWZLWKD6XVWDLQHGµSUHSDUDWLRQ¶WKURXJKWKHPRUHFRQYHUJHQW
RSHQLQJSRUWLRQRIWKHOLQH7KLVµSUHSDUDWLRQ¶PXVWRSHUDWHDVWKHµEDFNJURXQG¶
against which the figure is to stand out. A Slash, perhaps, but one that feels quite 
different to those of the previous constructions. 
 
Can I keep the stress valley in the final four positions but modify the affordances of 
the earlier portion of the line? 
      
      //      x     x      //        x     /           //  x x    // 
   [Slashing the curves] of harsh, | [deviant lines]     
 
I now have stress valleys opening and closing the line, with a convergent foot 
between them, creating consecutive stresses in the sixth and seventh positions 
UDWKHUWKDQWKHVHYHQWKSRVLWLRQµVWUHVVPD[LPXP¶6XFKDFRQVWUXFWLRn might be 
performed as two Strong Slashes separated by a more Sustained moment of 
µUHFRYHU\¶,IWKHVHOLQHVKDYHWKHSRWHQWLDOWREH6ODVKHVWKHQFDQ,FUHDWHDOLQH
WKDWZRXOGQ¶WEHD6ODVK" 
 
  This harsh, Slashed line enshrines curved forms in verse   
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The line displays convergent bone structure, strong articulation throughout and 
slight over-articulation at the second position, strings of consecutive strong 
stresses, lots of long vowels (including in all of the strong positions), a 
difficult-to-articulate cluster of sibilant fricatives and prominent assonance in 
consecutive positions. In creating a rhythmical performance, I experience very 
Sustained movement. This is not a line that readily affords a Quick/Flexible quality. 
It does afford a Pressing (Strong/Direct/Sustained) quality.  
 
As there is no dramatic context for them, none of these constructions can be said 
to embody a specific dramatic activity. Nevertheless, by indulging in such 
H[SORUDWLRQVRIµPRYHPHQWIRUPRYHPHQW¶VVDNH¶,H[HUFLVHERWKmy intellectual 
and my experiential understanding of verse rhythm. I also challenge myself to use 
constructions that might not fall within my intuitive repertoire. The purpose is not to 
FRPSLOHDVHOHFWLRQRIµRIIWKHSHJ¶6ODVKLQJPRYHPHQWVEXWWREXLOGXp my 
compositional muscles so that, when I am focused on trying to create a particular 
dramatic activity (linked to a more specific quality of movement), I might have a 
higher level of technical skill and a wider range of embodied experience to draw 
upon.     
 
How else might I seek to hone my abilities as a gamewright? Applying the 
SULQFLSOHVRIWKH9HUVH3V\FKRORJ\*DPHWRWH[WVVXFKDV6KDNHVSHDUH¶VDV,
have done in the previous chapter, has the potential to train and expand the lusory 
capacity of the playwright-as-gamewright. I therefore consider the embodied 
process of analysing such texts an integral part of my own creative development 
as a writer. In other words, a good way of learning about creating texts that afford 
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plausible, perceivable and playable performance choices is to go through the 
process of making such choices based on a text that already exists. Moreover, 
such analysis allows me the opportunity to learn by emulation. I do not suggest 
that the best way to write dramatic verse is simply to mimic Shakespeare. 
However, having used the principles of the Verse Psychology Game to assess the 
performative potential of a line or sequence of lines, I have found it a useful 
exercise to try to create a similar construction myself. Earlier, I offered an analysis 
RIWKLVOLQHIURP6KDNHVSHDUH¶VRichard II: 
 
   Stay, the king hath thrown his warder down. 
 
I concluded that the line afforded a Punch followed by a Press. Having had the 
embodied experience of those movements, I can try to create a similar 
construction on the basis of those sensations: 
 
   Stop, this line must curb its forward march. 
 
6LPLODUO\KDYLQJFUHDWHGP\RZQUK\WKPLFDOSHUIRUPDQFHRI-XOLHW¶V³*DOORS
DSDFH´,FDQWU\WRUHFUHDWHLWVPRYHPHQWVLQDFRQVWUXFWLRQVXFKDV 
 
   Borrow a line of heaven-hurried verse 
   In rhythmic homage. These affordances 
   2I:LOOLDP¶VDUHEXLOWLQWRWKHEHDW 
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   That drives the action on triumphantly. 
   Craft your own verses, plagiaristic tyke, 
   7KHPHWULFDOJRGVDUHQ¶WEOLQGDQGSRHWU\ 
   Spits in tKHH\HVRIQH¶HU-do-wells and cheats. 
     
7KLVLVQRWGRQHLQRUGHUWRµLPSRUW¶VXFKFRQVWUXFWLRQVLQWRP\RZQZULWLQJDWD
ODWHUGDWHEXWLQRUGHUWRJLYHP\VHOIDQHPERGLHGH[SHULHQFHRIµFUHDWLQJ¶VXFK
lines on the basis of the psychophysical sensations that they generate. For the 
purposes of the exercise, the content of my version is not important: it just needs 
to make enough sense to give an organisational structure to the Natural Line. If I 
struggle to imitate the construction, then this alerts me to the fact that, even if such 
lines are within my rhythmic competence as a performer, they are not yet within 
my rhythmic competence as a writer. Whilst my own lines can, once more, only be 
UHJDUGHGDVPRYHPHQWIRUPRYHPHQW¶VVDNHLWLVYLWDOWRWKHH[HUcise that the 
lines being mimicked are first explored in terms of the Motion in Poetry Metaphor ± 
that is, as purposeful movements of the human body ± and that the new bits of text 
are generated on the basis of those movements. The task for which I am training 
myself for is not the mindless imitation of an author, but the embodied imitation of 
an action. 
 
A more sophisticated exercise turns the imitation game described above on its 
head. Here, I find a pre-existing dramatic context that is suitable for verse but in 
which I have no preconceptions regarding the specific constructions of that verse. I 
GRQ¶WUHDGRUVSHDN*UHHNDQGVRLQWDNLQJDFKDUDFWHUDQGDVLWXDWLRQIURPD
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Greek play, I can have a good grasp of the dramatic context without having the 
rhytKPLFSDUWLFXODULWLHVRIVRPHRQHHOVH¶VYHUVHUXQQLQJDURXQGLQP\PLQG$
quick glance at a prose translation will more than suffice for the purposes of the 
exercise. The idea is to experiment with verse attached to a specific choice of 
activity, without the immediate pressures of devising the content of the speech or 
the context in which it is spoken.  
 
The starting point for the exercise is to select an appropriate scene, such as the 
VFHQHEHWZHHQ0HGHDDQG-DVRQLQ(XULSLGHV¶Medea (Lines 446-627)588, and 
WKHQDSDUWLFXODUPRPHQWVXFKDVWKHRSHQLQJRI0HGHD¶VILUVWVSHHFKLQWKDW
scene. From there I can make a choice of dramatic activity that seems plausible 
and playable within the dramatic context and in relation to the gist of what is being 
said at that PRPHQW,QWKHLQVWDQFHRI0HGHD¶VVSHHFK,VXJJHVWWKDWWKHDFWLYLW\
µWRVKDPH¶-DVRQLVplausible and playable. There are lots of ways in which one 
PLJKWSOD\WKHDFWLYLW\µWRVKDPH¶7KHDLPRIWKHH[HUFLVHLVWRSURGXFHWKUHH
different variations: to come up with three different Working Actions that could be 
XVHGDVH[SHULHQWLDOPHWDSKRUVIRUWKHDFWLYLW\µWRVKDPH¶DQGWKHQZULWHWKUHH
different versions of the opening lines of the speech based on the psychophysical 
sensations that the Working Actions produce.  
 
The following account is of my own attempt at this exercise: 
 
                                                          
588 Euripides, Medea and Other Plays, Translated by James Morwood, (Oxford University Press, 1997). 
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,QWKLVH[HUFLVH,ZLOOWU\WRFUHDWHWKUHHYDULDWLRQVRQ0HGHD¶VDFWLYLW\µWRVKDPH¶D
Slashing (Strong/Flexible/Quick) version, a Pressing (Strong/Direct/Sustained) 
version and a Floating (Light/Flexible/Sustained) version. For the Slashing version 
RIµWRVKDPH¶,SHUVRQDOLVHWKH:RUNLQJ$FWLRQDVµVPDFNLQJVRPHRQHZLWKDKHDY\ 
FXVKLRQ¶6RP\ILUVWYHUVLRQLVLQWHQGHGWRHPERG\µWRVKDPHVPDFNLQJO\¶)RUWKH
Pressing Working Action I imagine holding a door shut as someone strains to 
FRPHWKURXJKLWIURPWKHRWKHUVLGHµWRVKDPHEDUULQJO\¶)RUWKH)ORDWLQJ:RUNLQJ
$FWLRQUXQQLQJP\KDQGWKURXJKVRPHRQH¶VKDLUZKLOVWFXUOLQJLWDURXQGP\
ILQJHUVµWRVKDPHFXUOLQJO\¶7KHDLPLV to compose on the basis of how I 
experience the psychophysical sensation of each Working Action rather than by 
deciding in advance which perceptual features I think will afford such a movement. 
I generate such sensations by imagining or enacting (that is to say, miming) each 
Working Action before attempting the relevant version.  
 
Slashing version: 
 
  Vilest of men! ± Not man! ± Unmanly cowardice 
  Mars every virtue proper to a man 
  Making you much more woman than myself! 
 
Pressing version: 
 
  Vile man ± not man ± a man is worth contempt. 
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  No word is base, foul, cruel enough to name 
  This thing or beast my mind once thought a man.  
 
 
Floating version: 
 
  Oh vile man, words fail and the names 
  5HVHUYHGIRUHYLOVHDUHGRQZRPHQ¶VOLSV 
  For use on such occasions, freeze my mouth. 
 
+DYLQJGHFLGHGWKDWWKHVHOLQHVµIHHOULJKW¶,FDQQRZDQDO\VHWKHPXVLQJWKH
Anatomical Approach to judge whether the movements I attribute to them can be 
considered perceivable performance choices.  
 
    //   x   x    //             \       /          x     /      x   /      ( x   x ) 
  [Vilest of men!] | ± Not man! ± | Unman~ly cow~(ardice)~ 
    /        /    x     /     x     /      x    x  x   / 
  Mars ev~ery vir~tue [pro~per to a man], 
     //    x     x      //         /        /       x      X     x    / 
  [Making you much] more [wo~man than myself!] 
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,QWHUPVRIERQHVWUXFWXUHWKHQRWDEOHIHDWXUHLVWKHµGRXEOHWDLO¶DWWKHHQGRIWKH
first line, with the potential for Quick, Flexible movement through the line-ending. 
In terms of joint articulation, we find that the majority of foot joints are either  
under-DUWLFXODWHGRUµXVXUSHG¶E\WKHFUHDWLRQRIUK\WKPLFDOJURXSVDQGILJXUHV
The muscle tone shows consecutive strong and weak stresses in every line, 
creating the potenWLDOIRU6WURQJµKLJKSHDNV¶DQG4XLFN)OH[LEOHµVZHHSV¶WKURXJK
the strings of weak syllables. The repetition of the /m/ sound is the most noticeable 
feature of the muscle tissue which might be emphasised as part of the irregularly-
timed pounding or, indHHGVPDFNLQJRIWKHOLQH¶VPRYHPHQW7KHFRQVWUXFWLRQ
DIIRUGVD6ODVKLQJPRYHPHQWDQG,FRQFOXGHWKDWµWRVKDPHVPDFNLQJO\¶589 is a 
plausible, perceivable and playable choice.  
 
    \       /           \      /         x     /    x    /       x      / 
  Vile man | ± not man ± | a man is worth contempt. 
   \       /     x     /       /       /       x   /       x    / 
   No word is base, foul, cruel enough to name 
     x       /      x     /      x      /        \         /        x   / 
  This thing or beast my mind once thought a man    
 
                                                          
589 dŽƐĂǇƚŚĂƚŵǇƉĞƌƐŽŶĂůŝƐĞĚ ‘ƐŵĂĐŬŝŶŐƐŽŵĞŽŶĞǁŝƚŚĂĐƵƐŚŝŽŶ ?ĐŚŽŝĐĞŝƐƉĞƌĐĞŝǀĂďůĞŝƐƚo say that a 
Slashing quality of that sort is a perceivable affordance of the construction. Even someone whose 
rhythmical performance of the construction was a carbon copy of mine would still personalise the 
experience of the movement in their own way.  
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These lines still have lots of strong stresses, but all the consecutive weak stresses 
have gone. There are no under-articulated foot joints, the Natural Line continues 
WKURXJKWKHVHFRQGYHUVHOLQHLQWRWKHWKLUG\HWGRHVQ¶W jeopardise the integrity of  
the line-ending. It can therefore be used as part of a Sustained movement through 
the construction rather than introducing Flexibility. The gestalt is rigidly reinforced 
throughout, but with tension generated by the Strong/SusWDLQHGVWUHVVHVµKROGLQJ
EDFN¶WKHIRUZDUGPRPHQWXPRIWKH1HXWUDO/LQHµ7RVKDPHEDUULQJO\¶LVD
plausible, perceivable and playable choice. 
 
The third construction has a different set of features again: 
 
   \     /   x      /         \       /   x   X    x      / 
  Oh vi~le man, | words fa~il and the names~ 
 
     x      /       x   /   x         /        x    /      x        / 
  5HVHUYHGIRUHaYLO_VHDUHGRQZRaPHQ¶VOLSVa 
     x     /    x     /      x   /       x          /        X      /  
  For use on such occa~sions, | freeze my mouth  
 
The bone structure has divergences, which in my notation have been brought back 
WRFRQYHUJHQFHE\KDYLQJ³YLOH´DQG³IDLO´RFFXS\WZRPHWULFDOSRVLWLRQVHDFK7KLV
repeated feature creates under-articulation at the second and sixth positions with  
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the diphthongs stretching and curving through the joints, encouraging 
Sustained/Flexible movement through the line.  
 
The under-articulated line endings combined with the varied placement of mid-line 
caesurae (creating over-articulation at the fourth, fifth and seventh positions 
respectively) might be used to add to the sense of Flexibility, as the phrasing of 
WKH1DWXUDO/LQHµVRIWHQV¶DQGµWZLVWV¶WKH1HXWUDO/LQHSDWWHUQ7KHJHVWDOWRIWKH
verse line is maintained if there is deceleration at the line-endings, giving a degree 
of articulation to the joint even as the Natural Line pattern continues through it. 
This further adds to the Sustained tempo of the movement. In the muscle tone, 
there are a number of consecutive strong stresses, but if prominence is achieved 
by increased duration and pitch contours rather than amplitude ± a choice 
HQFRXUDJHGE\WKHVWUHWFKLQJRI³YLOH´DQG³IDLO´DQGE\WKHPXVFOHWLVVXHRIWKHOLQH
± then this adds to the Sustained Flexibility and the movement remains Light. The 
Light/Sustained movement can be supported by the high frequencies of long vowel 
VRXQGVDQGOLTXLGFRQVRQDQWV2QWKLVEDVLVµWRVKDPHFXUOLQJO\¶LVDSODXVLEOH
perceivable and playable choice for the construction. 
 
Creating different variations on what is, broadly speaking, the same dramatic 
moment helps to demonstrate ± and, as an exercise, forces the writer to focus on 
± the active role of the verse rhythm in shaping, supporting and embodying the 
action of the scene.  
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Useful as these exercises might be as training tools for the writer, they are only 
exercises. The next step is to examine the use of the Motion in Poetry Metaphor 
and the Verse Psychology Game within the process of creating a new work of 
verse drama. 
 
6.2 The Lady of the Lake 
 
 
In this section I examine two short passages taken from my play The Lady of the 
Lake, and offer an account of the writing process that went into their composition. 
My work on this script constituted the first attempts to apply the principles of the 
Motion in Poetry Metaphor and the Verse Psychology Game to the creation of a 
new verse play for the professional theatre. The piece was produced at Theatre by 
the Lake LQ&XPEULDLQDQGLVDµUHLPDJLQLQJ¶RIVWRULHVGUDZQIURP$UWKXULDQ
legend, set in the area local to the theatre. In the previous section, I offered an 
account of exercises in which a writer might engage as preparation for working on 
original material. In terms of my own development as a writer, this process has 
been reversed: the exercises have been developed as a result of and in response 
to my experiences of working on this script.  
 
One of the challenges of applying the principles of this thesis to the creation of a 
new verse play is that, within that process, the construction of each verse line is 
not the only consideration for the playwright. One could, in theory, delay writing 
DQ\YHUVHXQWLORQHKDGGHYHORSHGDµEHDWE\EHDW¶SODQIRUHYHU\DFWLYLW\WKDW
every character would play (complete with a set of pre-planned, personalised 
Working Actions) and then, and only then, start writing verse to embody those 
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activities. In practice, writing and revising the verse must be incorporated into a 
ODUJHUDQGPRUHFRPSOH[LWHUDWLYHµVSLUDO¶EHFRPLQJQRWVLPSO\DPDWWHURI
executing decisions that have already been made, but an integral part of the 
decision-making process. The first account of my work on the script seeks to 
reflect this. 
 
Morgan and Nimue 
 
The passage I look at in this section is the opening of Act 1 Scene 3590. The 
dialogue is between best friends Morgan and Nimue, two young women who have 
grown up in Avalon (here imagined as the area surrounding Derwentwater in the 
Lake District) under the care of Argante, who, as the Lady of the Lake, is the high 
priestess of the µROGUHOLJLRQ¶7KHQHDUE\FLW\RI&DUOLVOHLVKRPHWRDQRZUDWKHU
weather-worn King Arthur and the hotbed of the new Christian faith that presents 
DQH[LVWHQWLDOWKUHDWWR$UJDQWH¶VZD\RIOLIH,QWKHILUVWVFHQHRIWKHSOD\WKHJLUOV
have had a confrontation with Argante. They got into trouble for going to Carlisle 
without permission in order to witness the arrival of Taliesin, a famous poet and 
storyteller. The women of Avalon have been preparing for the Beltane festival, at 
which Nimue has long been expected to take on the role of the May Queen. As a 
result of the earlier argument, however, Argante has cast doubt on whether she 
will select Nimue for the part: 
 
 
                                                          
590 For extended excerpts from the scenes discussed in this chapter, see Appendix I.  
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  NIMUE Tell me why she hates me! 
  MORGAN     6ZHHWVKHGRHVQ¶W 
    She loves you, as I love you, as the world 
    Will love you when it sees you in your role: 
    The May Queen, Bride of Beltane: Nimue! 
  NIMUE 3HUKDSV,¶PQRWDVVSHFLDODV\RXWKLQN 
    3HUKDSV,¶PVWXSLG 
  MORGAN    And what would that make me? 
    A dunce? A clod? 
  NIMUE    ,¶PXJO\ 
  MORGAN     7KHQ,¶PEOLQG 
 
In sitting down to begin writing this scene I had given consideration to the previous 
and immediate circumstances. I had in mind, for example, that: 
 
- The tension between Nimue and Argante has been brewing for some time. 
- Nimue is a brilliant scholar and has a close relationship with her tutor, 
Merlin. This adds to the tension with Argante because she and Merlin used 
to be lovers but have long since been at enmity. 
- Nimue is desperate to be named the May Queen for the upcoming Beltane 
festival and is worried that Argante will deny her this honour out of spite. 
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- Nimue wants to be a legend: to have songs written about her so that her 
name will be remembered forever. 
- Morgan has no interest in fame and fortune for herself but loves Nimue and 
wants her to succeed. 
- Morgan is worried that Nimue might grow out of their friendship and leave 
her behind. 
- Morgan and Nimue both believe that Morgan has magical powers but they 
have kept this a secret from Argante. 
- Both of the girls have been excited by the arrival of Taliesin: Nimue 
because he is just the sort of person she needs to write songs about her; 
Morgan because she loves hearing him sing and has developed something 
of a crush on him. 
- Taliesin has given Morgan a piece of parchment with strange writing on it 
that she is unable to read. She is yet to share this with Nimue. 
 
I had a good idea about how the scene might fit into the overall structure of the 
play. I was also aware of key events that I thought needed to happen in the scene. 
I had not planned out the actions and activities of the characters. On that basis, I 
began to write. The following account, based on notes taken at the time of 
composition, documents that process: 
    NIMUE She hates me! 
  MORGAN   1RVKHGRHVQ¶W1Lmue. 
    She loves you, as I love you ± 
  NIMUE     Does she fuck! 
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,KDYHDJHQHUDOVHQVHRIWKHµHQHUJ\¶ZLWKZKLFKWKHFKDUDFWHUVDUHHQWHULQJWKH
VFHQH1LPXHLVXSVHWDQGDQJU\DQG0RUJDQLVWU\LQJWRFRPIRUWKHU7KDW¶VILQH
as far as it goes, but 1LPXH¶VIHHOLQJVDUHQRWDFWLYHLQWKHPVHOYHVDQGZKLOVW
comforting someone is playable, it seems a bit wishy-washy. To start making more 
specific, active choices as the playwright ± and marrying those choices to metrical 
considerations ± I need to start asking the same questions an actor might ask. 
,PDJLQLQJP\VHOIWREHSOD\LQJ1LPXH,FDQDVNTXHVWLRQVVXFKDV³:KDWGR,
ZDQW":K\GR,ZDQWLW":KDWDP,GRLQJWRWU\DQGJHWLW"´ 
 
Perhaps when Nimue comes into the scene she wants reassurance from Morgan. 
Possible. Plausible. Reassurance that what? That Argante does love her? I find 
that unconvincing. Perhaps, deep down, Nimue does want to know that Argante 
ORYHVKHUEXWWKDWNLQGRIUHDVVXUDQFHGRHVQ¶WVHHPWREHZKDWVKH¶VDIWHUKHUH
Reassurance that Argante will choose her as the May Queen? Possible. But 
0RUJDQGRHVQ¶WNQRZWKDWDQ\PRUHWKDQVKHGRHV5HDVsurance that Morgan 
loves her? She knows WKDW0RUJDQORYHVKHU,IWKDW¶VZKDWVKH¶VDIWHUWKHQLW¶V
really just about getting Morgan to massage her ego; to make her feel better. I can 
imagine that, within the dynamics of their relationship, Morgan plays that role quite 
often. However, I think that Nimue is after something a little more than that. Battle 
lines are being drawn between Nimue and Argante. Her desire to be chosen May 
Queen is the only reason that Nimue is still putting up with Argante at all. She 
wants to know that Morgan is on her side; that, when it comes to it, Morgan will 
pick her over Argante. Why? Because Nimue knows that in order to pursue her 
DPELWLRQVVKHZLOOQHHGWREUHDNIUHHIURPWKHµIDPLO\XQLW¶KHDGHGE\$UJDQWH7KLV
LVOLNHO\WREHPHVV\DQGVKHGRHVQ¶WZDQWWRORVH0RUJDQLQWKHSURFHVV 
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7KLVSUHVHQWVDSUREOHPIRU0RUJDQEHFDXVHVKHGRHVQ¶WZDQW1LPXHWRVSOLWIURP 
Argante in the first place. She wants Nimue to be happy but her concern is that, 
whatever Nimue might say nowLIVKHGRHVHQGXSµPRYLQJRXWRIKRPH¶WKHQVKH
will forget about Morgan and their friendship will die. She, then, wants to give 
Nimue the reassurance that she needs but without fuelling her animosity towards 
Argante. This leads to the conclusion that Morgan and Nimue both want the same 
thing: assurance that, whatever else happens, their friendship is not in jeopardy. 
This, in fact, is what the whole scene is about. Morgan and Nimue have grown up 
together but are now on the cusp of adulthood. As a result, their relationship is 
threatened by a number of different factors: the need to break free from the family 
XQLWVHHQLQ1LPXH¶VULIWZLWK$UJDQWe), the possibility of forming sexual/romantic 
UHODWLRQVKLSVWKDWPD\WDNHSUHFHGHQFHRYHUWKHLUIULHQGVKLSVHHQLQ0RUJDQ¶V
IHHOLQJVIRU7DOLHVLQWKHQHHGWRSXUVXHWKHLULQGLYLGXDOµGHVWLQLHV¶VHHQLQ
1LPXH¶VDPELWLRQDQG0RUJDQ¶VGLVFRYHU\RIKHUµPDJLFDOSRZHUV¶7KH%HOWDQH
festival itself, of course, is a symbol of this transition from childhood into 
adulthood. The desire to overcome these threats to their relationship is what leads 
WRWKHPDLQµHYHQW¶LQWKHVFHQHZKLFKLVWKHLUGHFLVLRQWRELQd themselves to one 
DQRWKHUDVµEORRGVLVWHUV¶ 
 
The question now is, how does any of this relate back to the opening verse lines of 
WKHVFHQHDQGWKHDFWLYLWLHVWKDWGULYHWKHDFWLRQ",QWKHILUVWµLPSURYLVHG¶GUDIW
Nimue opens the scene with a statement given as a three-position portion of the 
verse line. The odd number of positions and weak-strong-weak pattern of the  
utterance has the potential to subvert the internal structure of the verse line gestalt 
DQGLQYLWHD4XLFN)OH[LEOHµXSDQGGRZQ¶PRYHment: a Flick or a Slash. To what  
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HQG",I1LPXH¶VDLPLVVLPSO\WRILVKIRUFRPSOLPHQWVWKHQWKLVPRYHPHQWFRXOGEH
SXWWRJRRGXVHµVKRYLQJ¶RUµ\DQNLQJDZD\IURP¶0RUJDQLQRUGHUWRPDNHKHU
FKDVHDIWHUKHU,QWHUPVRIWKHVKDUHGOLQHWKHUH¶VDOVRVRPething usable here in 
WKHLGHDWKDW1LPXHµIOLQJV¶WKHOLQHDZD\OHDYLQJ0RUJDQWRSLFNXSWKHSURVRGLF
SLHFHV,IKRZHYHU1LPXHLVWU\LQJWRSXWSUHVVXUHRQ0RUJDQWRµSLFNDVLGH¶WKHQ
WKHOLQHLVQ¶WGRLQJWKHMRE,GHFLGHWRWU\WKHOLQHDJDLQZLWK WKHLGHDRIµIOLQJLQJ¶
the first hemistich at Morgan in order to force a response. 
 
  NIMUE Why does she hate me? 
  MORGAN     1LPXHVKHGRHVQ¶W 
 
This is still too easy for Morgan. By which I mean that, when I enact a rhythmical 
performance of the line, I do not feel (imagining myself in the role of Nimue) that I 
am exerting significant pressure on Morgan through the first hemistich. 
Nevertheless, there are features of the line that could be considered 
improvements. In terms of what is said, changing the statement to a question does 
help to take the line towards Morgan rather than away from her, and the fact that 
WKHTXHVWLRQSUHVXSSRVHV$UJDQWH¶VKDWUHGRI1LPXHPHDQVWKDWLI0RUJDQ
answers it, there will be a sense of picking a side: either Argante hates Nimue 
EHFDXVHWKHUH¶VVRPHWKLQJZURQJZLWK1LPXHRUEHFDXVHWKHUH¶VVRPHWKLQJZURQJ
with Argante. In terms of the movement of the verse, the intention was to keep the 
LGHDRI1LPXHµIOLQJLQJ¶WKHOLQHDW0RUJDQDQGWKLV6ODVKLQJRU)OLFNLQJTXDOLW\LV
DIIRUGHGE\WKHLQLWLDOVWUHVVYDOOH\7KHDFWLYLW\KRZHYHULVPHDQWWREHµWR
SUHVVXULVHIOLQJLQJO\¶DPRYHPHQWDNLQWRWKURZLQJDEDOODWVRPHRQHZKHQWKH\¶UH 
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QRWH[SHFWLQJLWIRUFLQJWKHPWRUHVSRQG7KLVFRQVWUXFWLRQGRHVQ¶WVHHPWR
capture that.  
 
If the aim is to apply pressure, a shared line provides that opportunity in the form 
of metrical requiredness. This line, breaking at the fifth position, generates a 
relatively low level of requiredness. The fact that the dislocation occurs mid-foot 
has the potential to up the prosodic ante, but, in this instance, that pressure is 
DOOHYLDWHGE\WKHIDFWWKDWWKHRUJDQLVDWLRQDOµDXWKRULW\¶RIWKHIRRWMRLQWVKDVEHHQ
undermined by the preceding stress valley, and the gestalt of the verse line can be 
maintained quite easily by treating the two more or less evenly-weighted 
KHPLVWLFKVDVODUJHUSHUFHSWXDOVXEXQLWV,QRWKHUZRUGV0RUJDQGRHVQ¶WQHHGWR
IL[WKHWKLUGIRRWLQRUGHUWRPDLQWDLQWKHJHVWDOWRIWKHOLQH7KLVOHDYHV1LPXH¶V
hemistich feeling ineffectual and petulant. Morgan can simply shrug it off, which is 
ZKDWKHUKHPLVWLFKVHHPVWRDOORZWKHVWUHVVYDOOH\RI1LPXH¶VKHPLVWLFKLV
followed by a slightly Lighter, more Sustained curve, facilitated by the relatively 
weak stress on the third syllable of ³1LPXH´SURQRXQFHG1,0-uh-wey), the slight 
over-articulation at the eighth position, and the tailed ending, which can also be 
XVHGWRVORZDQGVRIWHQWKHPRYHPHQWWKURXJKWKHOLQH,QRWHWKDWWKLVµVRIWHQLQJ¶
could work well as an activity for Morgan WRSOD\EXWVWLOOLIVKHLVJRLQJWRSOD\µWR
VRIWHQ¶WKHQ,¶GOLNHKHUWRKDYHDµKDUGHU¶KHPLVWLFKWo deal with in the first place. 
 
At this point I have some choices to make. One option would be to continue with 
WKHLGHDRI1LPXH¶VDFWLYLW\KDYLQJD µIOLQJLQJ¶VHQVDWLRQDQGORRNWRFUHDWHDYHUVH
OLQHWKDWEHWWHUDIIRUGVVXFKDSHUIRUPDQFH+RZHYHUWKLVµIOLQJLQJ¶KDVVWDUWHGWR
bother me. The personalisation I have had in mind (throwing a ball at someone)  
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puts someone under pressure in the sense of trying to catch them out or put them 
RQWKHVSRWWREHHIIHFWLYHLWUHOLHVRQWKHIDFWWKDWWKHRWKHUSHUVRQLVQ¶WH[SHFWLQJ
the ball to be thrown. Nimue and Morgan are entering this scene mid-conversation 
DQGVRLWGRHVQ¶WIHHODVWKRXJKWKHTXHVWLRQLs being sprung on Morgan out of 
nowhere. On the contrary, I think that Nimue has been on this topic for quite some 
time. That being the case, I need to rethink the nature of the activity. Perhaps 
UDWKHUWKDQµIOLQJLQJ¶WKHOLQHDW0RUJDQ1LPXHSHUIRUPVDVHULHVRIµMDEV¶7KH
image that comes to mind is of a child who, having tried and failed to get a 
SDUHQW¶VDWWHQWLRQUHVRUWVWRSRNLQJWKHPUHSHDWHGO\LQWKHDUP 
 
 NIMUE Then tell me why she hates me! 
 MORGAN      %XWVKHGRHVQ¶W 
 
The late dislocation in the line generates a higher level of requiredness and, as a 
UHVXOWWKHUH¶VPRUHSUHVVXUHRQ0RUJDQWRFRPSOHWHWKHOLQHTXLFNO\,QIDFW
GHVSLWHWKHWDLOHGHQGLQJ0RUJDQ¶VµVRIWHQLQJ¶DFWLYLW\KDVJRQHRXWRIWKHZLQGRZ 
 
 NIMUE Tell me why she hates me! 
 MORGAN     6ZHHWVKHGRHVQ¶W 
This version of the line is both headless and tailed. The unoccupied first position 
DOORZVIRUDµMROWLQJ¶VWDUWWRWKHOLQHWKURZLQJH[WUDZHLJKWRQWRWKHILUVWVWUHVVHG
V\OODEOH,WDOVRJLYHV1LPXH¶VKHPLVWLFKDµWURFKDLF¶UK\WKP:HKDYHQ¶W switched  
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into a trochaic metre, but the sense that we might have done is emphasised if 
1LPXH¶VµWURFKHHV¶DUHWUHDWHGDVEXUVWLQJWKURXJKWKHIRRWMRLQWVRIWKH1HXWUDO
Line. The fact that we have the same vowel sound in each of the weak positions of 
1LPXH¶VKHPLVWLFKFDQEHXVHGWRKLJKOLJKWWKHUHSHWLWLYHQHVVRIWKLVµMDEELQJ¶
movement. 
         //     x     //       x       //      x 
 NIMUE ^ Tell~me why~she hates~me! |     
We still have the late dislocation in the line generating a high level of requiredness 
DQGGHVSLWH1LPXH¶VDSSDUHQWµLQYHUVLRQ¶RIWKHPHWUHWKHEUHDNRFFXUVPLG-foot. 
7KHDOWHUDWLRQWR0RUJDQ¶VUHVSRQVHLVGHVLJQHGWRDOORZKHUWRFRXQWHUDFW
1LPXH¶VµMDEELQJ¶PRUHHIIHFWLYHO\7KHFRPELQDWLRQRIWKHlong speech sound and 
the over-articulation at the eighth position allows Morgan to come in quickly whilst 
DOVRµUHLJQLQJEDFN¶WKHIRUZDUGPRPHQWXPWKDW1LPXHKDVLQVWLOOHGLQWKHOLQH
(and, in the process, giving a gentle reminder of where the foot joint is meant to 
EH+DYLQJVORZHGWKHOLQHVOLJKWO\0RUJDQ¶VWDLOHGHQGLQJFDQRQFHPRUHEH
XVHGWRµVRIWHQ¶  
             //          x        /    (x) 
 MORGAN     _6ZHHW_VKHGRHVaQ¶W 
,IWKHPRYHPHQWRI1LPXH¶VKHPLVWLFKLVXQGHUVWRRGDQGH[SHULHQFHGDVµDFKLOG
MDEELQJDSDUHQW¶DVHULHVRI3XQFKHVRUUHODWLYHO\6WURQJ'DEVWKHQ0RUJDQ¶V
UHVSRQVHPLJKWEHWKRXJKWRIDVWKHSDUHQWWDNLQJWKHFKLOG¶VKDQGDQGVWHHULQJLW
gently but firmly, away (a Glide). 1LPXH¶VDFWLYLW\LVWKHUHIRUHµWRSUHVVXULVH
MDEELQJO\¶DQG0RUJDQ¶VDFWLYLW\LVµWRGHIXVHVWHHULQJO\¶,I0RUJDQKDVVRPH
VXFFHVVLQµGHIXVLQJ¶WKHVLWXDWLRQ± at least managing to take the sting out of  
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1LPXH¶VµMDEELQJ¶± then the question is, where does she go from there? She 
needs to get Nimue to think positively about her future ± about their future, 
together ± if she lets things blow over with Argante.  
 
 MORGAN    6ZHHWVKHGRHVQ¶W 
   She loves you, as I love you, as the world 
   Will love you when yRX¶UHFURZQHGWKH4XHHQRI0D\ 
 
The extension of the line that was interrupted in the original version transforms it 
LQWRDµJROGHQOLQH¶ 
 
      x      /      x           \   x    /     x         \    x       / 
   [She loves you,] | [as I love you,] | [as the world]~ 
 
The undulating stress pattern, combined with over-articulation at odd-numbered 
positions, can be experienced as a Sustained/Flexible Floating through to the 
under-articulated line-ending. The Sustained quality can be accentuated by giving 
DOLWWOHH[WUDVWUHVVWR³VKH´DQG³,´SURmoting these to X stresses). This can be 
achieved through a slight stretching of the long vowels. I personalise the 
movement as swirling a piece of silk around Nimue; wrapping her up in it. The 
activiW\LVµWRFKDUPHQVKURXGLQJO\¶The continuation of the movement into the next 
line seems appropriate ± ZLWKWKH)ORDWµFXUYLQJ¶WKURXJKWKHOLQH-ending ± but I  
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WKLQNWKDWWKHLGHDRIWKH0D\4XHHQ¶VFURZQQHHGVWREHXVHGVOLJKWO\GLIIHUHQWO\
That should be there to excite Nimue: 
 
   She loves you, as I love you, as the world 
   Will love you when it sees you in your role: 
   The May Queen, Bride of Beltane: Nimue! 
 
The movement of the second line is very similar to the first and can be taken as a 
continuation of one Light/Sustained/Flexible/Free Floating activity, winding its way 
through the soft stresses and liquid consonants. The third line echoes the three 
part structure of the preceding lines but modifies it: 
 
        x      /        \              //     x    //     x          //     x \ 
   [The May Queen], | [Bride of Belt~ane:] | [Nim~ue!] 
 
7KHLQWHQGHGDFWLYLW\LVµWRH[FLWHODXQFKLQJO\¶DVHULHVRI6WURQJ)UHH6ODVKHVOLNH
chucking great handfuls of confetti. Such a movement is afforded by the divergent 
joint articulation and the Strong, uneven stress pattern in the muscle tone of the 
line. The higher level of over-articulation at the seventh position can be marked by 
DEULHISDXVHJHQHUDWLQJPHWULFDOUHTXLUHGQHVVWKDWFDQEHXVHGWRµFDWDSXOW¶
through the final three positions.  
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Before continuing to ZULWH,µUHKHDUVH¶WKHWH[WWKDW,KDYHFUHDWHGWKXVIDUWU\LQJ
to experience each movement and each activity. Having repeated this process 
VHYHUDOWLPHV,LPSURYLVH1LPXH¶VUHVSRQVH 
 
 NIMUE :KDWLI,¶PQRWDVVSHFLDODV\RXWKLQN" 
 
The activity seems WRPHWREHµWRUHMHFW¶0RUJDQ¶VDWWHPSWVµWRFKDUP¶DQGµWR
H[FLWH¶RUDWOHDVWµWRFKDOOHQJH¶KHUIRUDVVXPLQJWKDWHYHU\WKLQJZLOOZRUNRXWZHOO
Such an activity is plausible in that Nimue is unlikely to let herself be won over 
quite so quickly. In the moment of improvisation, the initial stress valley feels like a 
µJUDEELQJ¶PRYHPHQWDQGWKHVHFRQGORQJHUVWUHVVYDOOH\IHHOVOLNHµWRVVLQJ¶
VRPHWKLQJDZD\7KHUH¶VVRPHWKLQJDJJUHVVLYHDERXWWKLVFKRLFHRIWDFWLFZKLFK
ERWKHUVPH1LPXH¶VILUVWDFWLYLty was aggressive and I feel that she now needs to 
come up with something slightly different in order to counter ± RUSHUKDSVµWR 
XQGHUPLQH¶± 0RUJDQ¶VHIIRUWV 
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 NIMUE 3HUKDSV,¶PQRWDVVSHFLDODV\RXWKLQN 
   3HUKDSV,¶PVWXSLG 
 MORGAN    What would that make me? 
 
7KH)OLFNRIWKHVWUHVVYDOOH\LQWKHVHFRQGSDUWRI1LPXH¶VOLQHUHPDLQVEXWWKH
convergent opening takes the sting out of it by avoiding the acceleration through 
WKHILUVWIRXUSRVLWLRQV5DWKHUWKDQµJUDEELQJ0RUJDQ¶VER[RIFRQIHWWLDnd throwing  
LWRQWKHIORRU¶,QRZKDYHPRUHRIDVHQVHWKDW1LPXHSLFNVXSDVLQJOHSLHFHRI
FRQIHWWLDQGWRVVHVLWXSLQWRWKHDLUPRFNLQJ0RUJDQ¶VDWWHPSWWRH[FLWHKHU,QWKH
IROORZLQJKHPLVWLFKWKHUHLVWKHSRWHQWLDOIRUDQRWKHU)OLFNDV³VWXSLG´ moves 
through the under-articulated foot joint at the fourth position. This feels to me like a 
SURPSWDSURYRFDWLYHOLWWOHµSRNH¶RUµQXGJH¶7KLVµSURPSWLQJ¶LVDLGHG by the 
shared line that, VSOLWWLQJDWWKHILIWKSRVLWLRQLQYLWHV0RUJDQWRµIL[¶WKHfoot and the 
line, which in this version she does. I decide to rethink this slightly: 
 
 NIMUE 3HUKDSV,¶PVWXSLG 
 MORGAN    And what would that make me? 
 
0RUJDQ¶VUHVSRQVHWXUQV1LPXH¶V)OLFNHGILIWKSRVLWLRQLQWRDPLG-OLQHWDLODQ³HSLF
FDHVXUD´591). Morgan refuses the bait of the unfinished foot and rather than  
                                                          
591 Wright, ^ŚĂŬĞƐƉĞĂƌĞ ?ƐDĞƚƌŝĐĂůƌƚ, 165 W67. 
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µMXPSLQJLQ¶VKHFRXQWHUV1LPXH¶VKHPLVWLFKZLWKD*OLGHVORZLQJWKHWHPSRRIWKH
line using the articulated positional joints and the potential for consecutive 
stresses, aided by alliteration, in the ninth and tenth positions. She completes the 
OLQHEXWJHQWO\µVPRRWKHVLWRXW¶LQWKHSURFHVVDQGWKLVµFRUUHFWLRQ¶RIWKHPHWUH
HFKRHVWKHPLOGµUHEXNH¶RIWKHOLQH$SDWWHUQLVVWDUWLQJWRHPHUJHLQZKLFK
Morgan uses the movement of the verse in an attempt to encourage Nimue and to 
PDNHKHUIHHOEHWWHUEXWZKHQHYHU1LPXHWULHVWRµWKUXVW¶DOLQHDWKHUVKHVWHHUVLW
back towards a more convergent rhythm. The last time that Morgan got hold of the 
YHUVHVKHWULHGµWRFKDUP¶DQGWKHQµWRH[FLWH¶ 1LPXH7KDWGLGQ¶WDFKLHYHWKH
desired results and so she needs to change tack: 
 
 NIMUE 3HUKDSV,¶PVWXSLG 
 MORGAN    And what would that make me? 
   A dunce? A clod? 
 NIMUE    ,¶PXJO\ 
 MORGAN      7KHQ,¶PEOLQG 
 
Morgan tries to amuse Nimue instead, WHDVLQJKHUZLWKWZRµSURGV¶1LPXHLVQ¶W
UHDG\WREHWHDVHGDQGµVKRYHV¶0RUJDQDZD\ZLWKKHULQWHUYHQWLRQLQWRWKHVKDUHG
line. By giving fairly even, deliberate stress to the monosyllables of the final three 
positions, Morgan can once again resist and correct this attempt to disrupt the 
PRYHPHQWRIWKHYHUVHOLQHSOD\LQJµWRFDOP¶E\µSXOOLQJ¶WKHYHUVHOLQHEDFNLQWR
shape: 
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    x     /           x   /          x    //   x        /      \      / 
   $GXQFH"_$FORG"_,¶PXJaO\_7KHQ,¶PEOLQG 
 
I now have a version of this passage in which every decision regarding the 
construction of the verse has been made in order to facilitate a specific choice of 
dramatic activity. 
 
NIMUE Tell me why she hates me! [to pressurise jabbingly] 
MORGAN    Sweet, she GRHVQ¶W[to defuse steeringly] 
  She loves you, as I love you, as the world      [to charm 
  Will love you when it sees you in your role:         enshroudingly] 
  The May Queen, Bride of Beltane: Nimue! [to excite launchingly] 
NIMUE 3HUKDSV,¶PQRWDVVSHcial as you think. [to undermine tossingly] 
  3HUKDSV,¶PVWXSLG[to prompt nudgingly] 
MORGAN                              And what would that make me? [to rebuke           
                                                    smoothingly] 
  A dunce? A clod? [to amuse proddingly] 
NIMUE    ,¶PXJO\[to reject shovingly] 
MORGAN     7KHQ,¶PEOLQG[to calm pullingly] 
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This account demonstrates that the Motion in Poetry Metaphor and the principles 
of the Verse Psychology Game can be used as heuristic tools in the process of 
composition. Within this mode of writing, questioning and exploring the 
performative potential of the verse becomes an integral part of questioning and 
exploring the action of the scene. Giving attention to this particular passage also 
highlLJKWVWKHIDFWWKDWYHUVHGRHVQRWQHHGWREHµSRHWLF¶RUµO\ULFDO¶LQRUGHUWREH
understood and experienced as active.  
 
This does, however, raise another question: as an actor, could one not make 
similar choices of activity without bothering about the verse at all? That is to say, 
E\EDVLQJRQH¶VGHFLVLRQVSXUHO\RQWKHFRQWHQWDQGFRQWH[WRIWKHWH[WDQG
essentially, speaking it as prose? The answer is yes, up to a point. And, up to a 
point, the answer has to be yes. In writing this scene, the aim of using verse is not 
to make a text active that would otherwise be completely passive, but to heighten 
and intensify the action by adding an extra dimension: the potential to embody the 
psychophysical sensation of each activity within the verse rhythm. It is using the 
verse in this way that transforms an active choice into a hyperactive choice. The 
judgement I must make as the playwright is whether the play as a whole (the 
µOXVRU\DUHQD¶DQGWKHLPPHGLDWHGUDPDWLFFLUFXPVWDQFHVDUHVXIILFLHQWO\
heightened to render hyperactive choices plausible. I would say that, for the 
characters, the stakes of the scene are high but that, in relation to the magnitude 
of the Industrial Action of the play as a whole, this moment from the early stages of 
the play is relatively low key. On that basis, I suggest that hyperactivity is plausible 
here as part of a much larger sequence of action but that, as reflected in the 
µVLPSOLFLW\¶RIWKHSDVVDJH,GRQRWQHHGWRXVHWKHYHUVHWRLWVIXOOK\SHUDFWLYH
capacity.  
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Owain 
 
Soliloquies present a different challenge for the playwright-as-gamewright. On the 
one hand, they seem to provide the perfect opportunity to use verse to its full 
potential. On the other hand, they seem to provide the perfect opportunity for 
action to grind to a halt. In this section, I offer an account of my work on lines 
taken from a speech given by the character of Owain. The reasons for examining 
this passage are that, firstly, it demonstrates that principles of the Verse 
Psychology Game can still be applied when composing text for a character alone 
on stage and that, secondly, the techniques employed in creating this passage 
differ slightly from those explored in the previous section. The lines on which I 
intend to focus are: 
 
   +RZKLJKSURXG$UWKXU¶VDQJHO you dare fly 
   On waxen wings, as though there were no heat 
   Above you, in you ± ay, or under you ± 
   But I will see you plummet. ,¶PDOOILUH 
   And oh, my dripping mistress, how you melt. 
 
2ZDLQLVDNQLJKWDW$UWKXU¶VFRXUW+LVFKDUDFWHULVDQH[SORUDWLRQRIµPDVFXOLQH¶
ideals gone wrong. Brought up on tales of male heroism, he expected to be a hero 
KLPVHOIDNQLJKWRI$UWKXU¶VURXQGWDEOHILJKWLQJEDWWOHVDQGFRPSOHWLQJTXHVWV
313 
 
8QIRUWXQDWHO\IRU2ZDLQKHZDVERUQDJHQHUDWLRQWRRODWH$UWKXU¶s age of 
heroism is over.  
 
Owain believes the women of Avalon to be witches. In the first act, he tried to 
interrupt the Beltane Festival and was cursed by the May Queen. In that moment, 
he was struck by a bolt of lightning. He survived the ordeal but has been left 
µGHIRUPHG¶$WWKLVVWDJHHYHU\RQHLQ&DUOLVOHEHOLHYHV1LPXHWRKDYHEHHQWKH
0D\4XHHQ7KHWKUHDWRI1LPXH¶VPDJLFDOSRZHUVDORQJZLWKWKHIDFWWKDW$UWKXU
appears to have fallen in love with her, gives her considerable power over Owain, 
and she has just forced him to kneel before her and swear an oath of allegiance. 
Nimue is playing a dangerous game: in fact, Morgan was the May Queen, Morgan 
uttered the curse against Owain, Morgan was the girl to whom Arthur lost his 
heart. In encouraging Arthur and those around him in their belief that she was the 
May Queen, Nimue is able to further her ambitions and to protect Morgan, but she 
is in constant danger of being found out. Over the course of the scene leading up 
to this speech, Owain has started WRVXVSHFWWKDW1LPXHLVQ¶WZKRVKHVD\VVKHLV
At Beltane, there were two young women wearing festival masks: one was the 
0D\4XHHQDSRZHUIXOµZLWFK¶WREHIHDUHGWKHRWKHUZDVMXVWDFKLOGZKRWULHGWR
fight Owain and lost. 
 
Initially, I imagined that when Nimue left the scene Owain would talk to the 
audience but when I sat down to write I found myself staring at a blank sheet of 
SDSHU,QWHUPVRIWKHVWRU\,NQHZWKDWWKHµHYHQW¶RIWKHVSHHFKZRXOGEH2ZDLQ¶V
realisation that Nimue has been lying and his decision to play along with her story 
XQWLOKHFRXOGILQGDJRRGWLPHWRWDNHUHYHQJH:KDW,ZDVQ¶WVXUHRIZDVKRZWR
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PDNHWKHVSHHFKDFWLYHUDWKHUWKDQVLPSO\µH[SUHVVLQJ¶2ZDLQ¶VWKRXJKWVDQG
feelings. In the end, I made two decisions that allowed me to find a way into the 
VSHHFK7KHILUVWZDVWKDW2ZDLQZRXOGQ¶WWDONWRWKHDXGLHQFHDOWKRXJKVKHKDG
OHIWWKHVFHQH2ZDLQ¶VDFWLRQDQGKLVVSHHFKZRXOGEHGLUHFWHGDW1LPXH7KH
second was that, rather than writing and revising in the manner described in the 
previous section, I would try to make a specific decision about the psychophysical 
sensations of the activities before starting to write, and eschew conscious analysis 
RIWKHYHUVHXQWLODIWHU,KDGDFRQVWUXFWLRQWKDWµIHOWULJKW¶*LYHQWhe nature of this 
approach, the following account is based on notes made shortly after the act of 
composition: 
 
The person Owain is trying to affect is himself, but he uses the image of Nimue in 
RUGHUWRSXUVXHKLVDFWLRQZKLFKLVµWRUHJDLQKLVVWDWXV¶Put simply, Owain is 
living out a violent fantasy of humiliating and abusing Nimue in order to make 
himself feel big. In order to make decisions about the activities, I started by 
exploring Working Actions that I felt, intuitively, might fit with plausible and 
playable choices for the situation and the action: these included slowly twisting the 
KHDGRIIDGROOVPHDULQJRLORQVRPHRQH¶VIDFHFKRSSLQJPHDWMDEELQJVRPHRQH
in the chest and squeezing water from an old towel. In approaching the opening of 
the speech, I decided to work with the first of these and created what was a fairly 
complex sequence of movements: squeezing the doll, twisting its head around, 
first slowly and then more quickly before finally yanking it away from the body. I 
came to the conclusion that this could be treated as one long Wring 
(Strong/Flexible/Sustained) divided into various stages and used as the 
H[SHULHQWLDOPHWDSKRUIRUWKHDFWLYLW\µWRGHJUDGH¶ 
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Working from the psychophysical sensation ± or series of sensations ± generated 
by enacting this movement sequence, I created the first four lines of the speech: 
 
     \       //          \      //     x       //      x      /      \     / 
  +RZKLJK_SURXG$UaWKXU¶VDQaJHO\RXGDUHIO\a 
 
This intention with the first line was tRHPERG\WKHILUVWµVTXHH]LQJ¶VWDJHRIWKH
movement sequence. The line is convergent in its bone structure. In terms of joint 
articulation, there is over-articulation at the second and seventh positions and 
under-articulation at the fourth and sixth positions and at the line-ending. The 
muscle tone of the line involves a high level of stress throughout, with relatively 
strong stresses occupying several weak positions. An examination of the muscle 
tissue identifies alliteration that might further accentuate the strong stresses in the 
relevant syllables and a high frequency of long vowels, with such speech sounds 
occupying all of the strong positions and three of the five weak positions. This can 
be treated as Wringing with Strong/Sustained movement through the abundant 
VWURQJVWUHVVHVDQGSURORQJHGYRZHOVRXQGVDQGDµVWUHWFKLQJ¶µFXUYHG¶TXDOLW\
through the under-articulated joints and line-ending. The movement continues into 
the next line: 
 
    x    //      x      //          x      /          x        X     \      / 
  On wax~en wings, | as though there were no heat~ 
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The movement from the end of the previous line and through the first hemistich 
ZDVLQWHQGHGWREHWKHLQLWLDOµWZLVW¶RIWKHGROO¶VKHDG6WUXFWXUDOO\WKHIHDWXUHV
echo those of the first line but the shift in the muscle tissue from long to short 
YRZHOVIROORZLQJWKHµFXUYHG¶GHFHOHUDWLRQDWWKHOLQH-ending can be used to 
4XLFNHQWKHPRYHPHQW:KDWIROORZVPLJKWEHWKRXJKWRIDVDµUHFRYHU\¶ZLWKLQWKH
movement. The over-articulation at the fourth position creates a second hemistich 
with a low level of requiredness: this allows the movement to settle back into a 
more Sustained tempo. The hemistich is fairly convergent, with a slight divergence 
in muscle tone in the eighth and ninth positions. The relatively weak stress in the 
HLJKWKDIIRUGVDVOLJKWµFXUYLQJ¶TXDOLW\OHDGLQJWKURXJKWRWKHUHODWLYHO\VWURQJ
stress in the ninth, which can be used to slow the rhythm as it moves to the line-
ending.  
 
     x    /       x      /    x         //       x    //    x    \ 
    Above you, | in you ± | Ay, | or un~der you! ± ~ 
 
7KLVOLQHZDVLQWHQGHGDVVHYHUDOµWZLVWVRIWKHKHDG¶7KHDQDO\VLVRIWKHOLQH
shows that it can be understood as a series of short irregular subunits, each of 
which is dominated by a single stress. The joint articulation is diverging from the 
Neutral Line pattern of feet, whilst the muscle tone, by maintaining the relative 
weak-VWURQJSDWWHUQZLWKLQHDFKIRRWFRQYHUJHVZLWKWKH1HXWUDO/LQH¶VLQWHUQDO
structure. This allows for a rhythmical performance in which the integrity of the 
gestalt is maintained by the stress pattern, whilst the irregularity of the subunits is 
highlighted to create the sensation of a disjointed sequence.  
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This line could be treated as a series of Slashes. Within the ongoing movement of 
the lines it might be experienced as a Quicker phase within the Sustained 
:ULQJLQJTXDOLW\7KHQH[WOLQHWDNHVXVLQWRZKDWZDVLQWHQGHGDVWKHILQDOµWZLVWRI
WKHKHDG¶EHIRUHµULSSLQJLWRII¶ 
 
      x   \   x     /    x        //       x       /    \    // 
   %XW,ZLOOVHH\RXSOXPPaHW_,¶PDOOILUH 
 
There is convergence through the first and second feet. The third foot leads into 
the under-articulated joint at the sixth position followed by the over-articulation at 
the seventh position. The intention is for a gentle build and then a Strong/Quick 
µWZLVW¶DWWKHXQGHU-articulated joint. This is supported by the plosive word onset 
and the switch to a short vowel in the strong sixth position. The caesura at the 
seventh position generates a high level of requiredness, encouraging Strong 
PRYHPHQWWKURXJKWR³ILUH´ZKLFKLVWKHSRLQWRIµULSSLQJWKHKHDGRII¶7KHQH[W
OLQHFRPSOHWHVWKHµWKRXJKW¶EXWJRHVEH\RQGWKHHQGRIWKH:Uinging movement 
sequence I had planned. It waVZULWWHQLQWXLWLYHO\DVDµUHFRYHU\¶IURPWKHH[HUWLRQ
of the preceding lines: 
 
       x    /       x      /       x    //      x           /     X     // 
  And oh, | my dripp~ing mis~tress, | how you melt.    
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The analysis shows that it echoes the construction of the first line of the speech, 
WKRXJKµVRIWHQHG¶VRPHZKDWE\WKHDEVHQFHRIVWURQJVWUHVVHVLQZHDNSRVLWLRQV
7KHDFWLYLW\,DVVLJQHGWRWKHOLQHUHWURVSHFWLYHO\ZDVµWRPRFNVWURNLQJO\¶ZLWKWKH
idea of being a faux-comforting stroke on the heaGRIWKHFKLOGZKRVHGROO,¶GMXVW
destroyed. The softened echoing of the first line ± which I cannot claim was 
planned but I decided to keep ± seemed useful in emphasising the progression 
WKURXJKWKHDFWLRQIURPWKHQHHGIRUWKH&RQWHQGLQJDFWLYLW\µWRGUag Nimue down 
IURPKHUSRVLWLRQDERYHKLP¶WRDPRUH<LHOGLQJFRQGHVFHQGLQJDFWLYLW\DV2ZDLQ
LVQRZDEOHWRµORRNGRZQRQKHU¶ 
 
Composing verse from the sensations of Working Actions means the constructions 
of the lines produced are bound to fall witKLQWKHµFRPIRUW]RQH¶RIWKHZULWHU¶V
rhythmic competence. I believe this is reflected in the lines that I have just 
analysed: the divergent features are not particularly outlandish. There is no reason 
WRVXJJHVWWKDWGLYHUJHQWOLQHVDUHµEHWWHU¶WKDQPRUe convergent ones. What 
needs to be questioned is whether the range of my rhythmic competence is wide 
enough to allow the option of composing more divergent lines as part of an 
LQWXLWLYHZULWLQJSURFHVV,IQRWWKHQRQH¶VDELOLW\WRUHVSRQGWRGLIIHUHQFHV between 
one personalised Working Action and another (e.g. between different instances of 
Pressing) will be hampered and one is likely to see repetitions of very similar 
constructions being used in an attempt to capture supposedly different qualities of 
movement. This is a weakness that I identified in my own work on The Lady of the 
Lake and is one of the reasons for developing the exercises described earlier in 
this chapter. In demonstrating the first exercise, I began by attempting a more or 
less generic Slashing quality: 
319 
 
 
    x    //     x     X     x     //        x    X   x    / 
,¶OOVODS you with the Slash~ing of this line! 
 
Constructions of this kind appear frequently in the script of The Lady of the Lake. 
In Act 1 Scene 1, Argante has two lines that might be analysed and performed in a 
similar way within her first conversational turn: 
 
      x     /       x      X    x  //      x     X   x     /   
   And how were you expect~ing me to look? 
And: 
                                  x     /      x         X      x   //     x   X  X    / 
   ,¶PWROG\RX¶YHEHHQFDYRUWaLQJLQ&DUOLVOH 
   
There are, of course, slight differences but both are intended as Slashes and both 
exhibit similar features to the line produced in the exercise. The similarity between 
these two lines is intentional within the context of the scene, but it is revealing that 
these Slashing lines bear a striking resemblance to the first construction that I 
produced in the exercise. Were they constructed in this way because such a 
construction wDVWKHµEHVWILW¶IRUWKHVSHFLILFDFWLYLW\,ZDQWHGWRFUHDWHRUEHFDXVH
VXFKDFRQVWUXFWLRQLVZLWKLQP\RZQLQWXLWLYHSURFHVVDQHDV\µJRWR¶6ODVKLQJ
FRQVWUXFWLRQ"7RDQVZHUWKDWTXHVWLRQRQHPXVWEHVHFXUHLQRQH¶VDELOLW\WR
produce alternative constructions. A little way into the exercise I created a line 
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H[KLELWLQJDµVWUHVVPD[LPXPLQDZHDNSRVLWLRQ¶DIHDWXUHWKDWGRHVQRWDSSHDU
anywhere in the versification of The Lady of the Lake. Given that such 
constructions are divergent enough for Halle and Keyser to have labelled them 
µXQPHWULFDO¶DQGVRUDUHZLWKLQWKHFDQRQRI(QJOLVKLDPELFSHQWDPHWHUWKDW7VXU
had to scour great swathes of Milton, Shakespeare and Shelley in order to create 
a list of fifty examples592, their absence from my own work is perhaps unsurprising. 
As demonstrated in the exercise, however, such a feature might be useful in the 
embodiment of a quality of Slashing movement (or, combined with other features, 
the quality of a different Working Action altogether) different from those qualities 
DIIRUGHGE\WKHµHDVLHU¶PRUHFRQYHUJHQWVWUXFWXUH%\SUDFWLVLQJFRQVWUXFWLRQV
including this feature and assessing their performative potential as part of a 
µWHFKQLFDO¶H[HUFLVH,FDQEULQJWKHFRPSRVLWLRQRIVXFKOLQHVLQWRP\UK\WKPLF
competence so that, if and when such constructions are useful as part of a 
creative process, I am capable of composing them intuitively on the basis of 
psychophysical sensations.  
  
My aim has been to develop a new methodology for the creation of original 
dramatic verse in which metrical verse is composed and analysed on the basis of 
its potential to make a positive contribution to the embodied dramatic action of a 
play. The exercises explored in this chapter and the accounts of my work on the 
script of The Lady of the Lake demonstrate this new approach. Such 
demonstrations have, inevitably, been restricted by my own limitations as a 
composer of dramatic verse. Such limitations do not, however, undermine the 
principles of the methodology. Moreover, I have been able to show that my own 
                                                          
592 Tsur, Poetic Rhythm, 449 W52. 
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levels of competence have increased and that I am able to identify areas of 
weakness within and routes to the improvement of my own creative practice. This 
has been made possible by my efforts to work within the framework of the Motion 
in Poetry Metaphor and the Verse Psychology Game. 
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(SLORJXH:KDW¶VLQD*DPH" 
 
Game in Progress 
 
The aim of this thesis has been to develop a psychophysical, action-based 
approach to the composition and analysis of metrical dramatic verse. The primary 
purpose of presenting this new approach has been to facilitate the further 
development of my own practice as a contemporary verse dramatist and to 
establish pedagogical principles that can be used to train other playwrights wishing 
to create new works of verse drama. Prior to this research there was no coherent 
PRGHOWRH[SODLQKRZDSOD\ZULJKW¶VXVHRIPHWULFDOYHUVHPLJKWFRQWULEXWHWRWKH
Interpersonal Action of drama, nor a practical methodology that enabled verse to 
be composed, analysed, revised and evaluated on the basis of its active or 
hyperactive potential. In presenting the theories and techniques of the Verse 
Psychology Game, this thesis makes an original contribution to the practice and 
pedagogy of contemporary dramatic writing.   
 
Through the application of the Anatomical Approach to metrical analysis within the 
Verse Psychology Game framework, lines of iambic pentameter can be 
understood as presenting specific perceptual features that are available to 
conscious examination. These features give rise to rhythmical affordances, and 
those affordances can be realised in rhythmical performance.  
 
By virtue of the Motion in Poetry Metaphor, rhythmical performances of iambic 
pentameter allow verse rhythms to be understood and experienced as purposeful 
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movements of the human body. Placed within an appropriate dramatic context, 
these movements can, in turn, be understood and experienced as the embodied, 
psychophysical sensations of specific dramatic activities. By having the potential to 
embody the experiential qualities of dramatic activities in a manner that is beyond 
the capacity of naturalistic prose, metrical verse can be understood as serving a 
hyperactive dramatic function and, therefore, as making a positive contribution to 
the Interpersonal Action of drama. 
 
This new understanding of a positive dramatic function for metrical verse means 
that contemporary dramatists can learn to compose and analyse lines on the basis 
of their performative potential and, through the use of practical writing exercises, 
EHFRPHµVHQVLWLVHG¶WRWKHK\SHUDFWLYHH[SHULHQWLDOTXDOLWLHVRIYHUVHUK\WKP7KLV
µVHQVLWLVDWLRQ¶FDQEHXQGHUVWRRGDVWKHGHYHORSPHQWDQGH[WHQVLRQRIWKH
SUDFWLWLRQHU¶VUK\WKPLFFRPSHWHQFH7KHVHH[HUFLVHVUHKHDUVHPHWKRGVRI
composition that caQEHWKRXJKWRIDVµWHFKQLFDO¶µH[SHULHQWLDO¶RUFRPELQDWLRQVRI
WKHWZR%\µWHFKQLFDO¶,PHDQH[HUFLVHVLQYROYLQJWKHGHOLEHUDWHFRQVFLRXV
manipulation of the features of verse construction in order to promote particular 
UK\WKPLFDODIIRUGDQFHV%\µH[SHULHQWLDO¶,PHDQH[HUFLVHVWKDWPDNHLQWXLWLYHXVH
of the Motion in Poetry Metaphor, so that verse lines are shaped on the basis of 
embodied psychophysical sensations that may be experienced by the playwright in 
the act of composition. As outlined in Chapter 6, these techniques can feed 
directly into the creation of original dramatic material. By training the rhythmic 
competence of the playwright, these exercises may also be understood as feeding 
into and informing the future work of the dramatist, even when such techniques 
are not consciously employed. Such an understanding is in line with competence 
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models of skill acquisition in which the final stage of the process is commonly 
UHIHUUHGWRDVµXQFRQVFLRXVFRPSHWHQFH¶593. 
 
I consider that the identification of the challenges in linking verse to action marked 
my own WUDQVLWLRQIURPµXQFRQVFLRXVLQFRPSHWHQFH¶WRµFRQVFLRXVLQFRPSHWHQFH¶
and that the progression WRDOHYHORIµFRQVFLRXVFRPSHWHQFH¶ can be attributed to 
the theories and techniques of the Verse Psychology Game and the Motion in 
Poetry Metaphor. This is by no means to claim that I have mastered the art of 
dramatic versification. On the contrary, the value of the approach lies in the fact 
that it allows me to analyse and recognise areas of strength and weakness in my 
work according to specific criteria and to employ practical techniques as part of my 
ongoing development. Moreover, because the Verse Psychology Game framework 
presents the playwright with useful questions HJµ+RZPLJKWIHDWXUHx contribute 
to the embodiment of activity y"¶UDWKHUWKDQZLWKDVHULHVRIUHDG\PDGHDQVZHUV
HJµ,QRUGHUWRSURGXFHDFWLYLW\a, construct a line made up of features b, c and 
d¶,VXEPLWWKDWWKHprinciples and techniques of this approach might be 
employed by other playwrights to construct lines, create plays and achieve levels 
of rhythmic competence beyond the limits of my own abilities. I take this to be a 
virtue of the approach and thus my practical explorations are included in this thesis 
as the documHQWHGGHPRQVWUDWLRQVRIDSURFHVVQRWDVH[DPSOHVRIDµILQLVKHG
SURGXFW¶ 
 
                                                          
593 e.g. :ĂĐŬDĞǌŝƌŽǁ ? ‘ƌŝƚŝĐĂůdŚĞŽƌǇŽĨĚƵůƚ>ĞĂƌŶŝŶŐĂŶĚĚƵĐĂƚŝŽŶ ? ?Adult Education Quarterly 32, no. 
1 (9 January 1981): 3 W24. 
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No matter how brilliantly it is employed, the approach has its limitations. In the first 
FKDSWHU,PDGHUHIHUHQFHWR'HQLV'RQRJKXH¶VSURQRXQFHPHQWWKDWRQHRIWKH
main problems ZLWKPRGHUQYHUVHGUDPDLVWKDWLWVH[SRQHQWVKDYHFUHDWHGµEDG
SOD\V¶It cannot be claimed that the principles and techniques of the Verse 
3V\FKRORJ\*DPHWDNHQE\WKHPVHOYHVKDYHWKHFDSDFLW\WRWUDQVIRUPµEDG¶
SOD\VLQWRµJRRG¶RQHVA wide spectrum of factors contribute to the creation of a 
new piece of dramatic writing, many of which there has been no space to discuss 
in this thesis. Verse plays, including my own, may have any number of faults that 
have little or nothing to do with the issues investigated as part of this research 
process. It is entirely feasible, therefore, that a playwright with high levels of 
rhythmic competence might employ the principles and techniques of the Verse 
3V\FKRORJ\*DPHULJRURXVO\DQGVWLOOSURGXFHDµEDG¶SOD\ 
 
However, I suggest that with additional research the principles of the approach 
outlined here might be expanded to inform further aspects of the writing process. 
In this thesis, my focus has been on the relationship between the verse and action 
DWDµPLFUR¶OHvel. Individual dramatic activities might be thought of as the atoms of 
dramatic action. These atoms make up larger structures, and it may be possible to 
adapt the principles of the Verse Psychology Game to address aspects of 
dramatic writing such as the cUHDWLRQRIFKDUDFWHUµW\SHV¶RUµSHUVRQDOLWLHV¶DQGWKH
understanding of the dynamics which define relationships between characters. 
Choosing and trying to create particular sequences of activities impacts on and 
responds to these considerations in any case and this can be seen, at a basic 
level, in the discussion of my work on The Lady of the Lake. In the exchange 
between Morgan and Nimue it becomes clear that the interplay of activities has a 
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bearing on the nature of their relationship as well as on the nature of their 
characters.  
 
To expand on this observation would require further development of the metrical 
theory involved in the Verse Psychology Game and a more thorough investigation 
of the contested concept of dramatic character. In terms of metrical analysis, if one 
thinks of the considerations of exploring character and relationships as involving 
the analysis of larger patterns of construction, then lessons may be learned from 
WKHDSSURDFKHVRIWKH³5XVVLDQVFKRRO´594, as seen in the work of metrical 
theorists such as Marina Tarlinskaja. These approaches consider much larger 
expanses of text than those I have attempted to analyse using the detailed 
feature-by-feature and, indeed, feature-in-relation-to-feature approach developed 
in this thesis. ApproacKHVVXFKDV7DUOLQVNDMD¶VFDQEHXVHIXOIRULGHQWLI\LQJ
recurring patterns over the course of a play, for example, and have therefore been 
put to use in tasks such as attributing verse to different authors within 
collaboratively written texts. They inevitaEO\LQYROYHDJUHDWGHDORIµFRXQWLQJ¶
IHDWXUHVWKHQXPEHURIµIHPLQLQHHQGLQJV¶LQDWH[W595, for example), which may 
seem a rather reductive exercise within the context of the Verse Psychology 
Game. The challenge would be to marry the complex considerations of features 
that combine in different ways, may be used differently in different contexts and 
that, indeed, may afford multiple performance possibilities in each instance, with 
the consideration of much larger numbers of lines. From the perspective of 
composition, questions would need to be explored in terms of the nature of the 
                                                          
594 DĂƌŝŶĂdĂƌůŝŶƐŬĂũĂ ? ‘ “ZƵƐƐŝĂŶ^ĐŚŽŽů ?ĂŶĚsĞƌƐĞƚƚƌŝďƵƚŝŽŶ P,ĞŶƌǇs/// ?ŝŶKüper, ed. Current Trends in 
Metrical Analysis, 63 W78. 
595 Marina Tarlinskaja, Shakespeare and the Versification of English Drama, 1561-1642 (Farnham: Ashgate, 
2014), 6. 
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patterns that were to be created. This would have to avoid reducing this approach 
WRDV\VWHPVXFKDVµFKDUDFWHUx XVHVORWVRILQLWLDOVWUHVVYDOOH\V¶ZKLFKZRXOG
rather undermine the more nuanced discussion of affordances, performance 
choices and specific psychophysical sensations. 
 
The nature of these larger patterns, and a discussion of the best analytic tools with 
which to examine them, would largely depend on the conception of character that 
was being explored as part of the writing process. In this thesis I have made an 
assumption about the nature of character: E\DVFULELQJµSV\FKRORJLFDO¶DFWLRQVDQG
activities to dramatic characters I have adopted an approach in which such 
FKDUDFWHUVDUHUHJDUGHGDVµVXEVWDQWLYH¶DJHQWVZLWKLQWKHZRUOGRIWKHSOD\
However, I have not entered into a discussion about the various ways in which 
LQGLYLGXDOFKDUDFWHUVPLJKWEHµGHILQHG¶RULGHQWLILHGDVSRVVHVVLQJDSDUWLFXODU
µSHUVRQDOLW\¶RU DGKHULQJWRDSDUWLFXODUµW\SH¶ 
 
The Laban-Malmgren System offers a rich and complex understanding of dramatic 
FKDUDFWHULQZKLFKFKDUDFWHUVDUHDQDO\VHGDQGLQWHUSUHWHGLQWHUPVRI³,QQHU
$WWLWXGHV´596 DQG³$FWLRQ$WWLWXGHV´597. Building on the foundational metaphor of the 
System ± psychological action is physical action ± these µDWWLWXGHV¶DUHHPERGLHG
in performance through different combinations of Motion Factors: thus, for 
example, the Motion Factors of Weight and Space might be more prominent in one 
character, whereas the Motion Factors of Time and Flow might be more prominent 
in another. A study of how these principles might be reflected in the verse of a 
                                                          
596 See Fettes, A Peopled Labyrinth, 105 W10. 
597 See Mirodan, 'The Way of Transformation', 396 W406. 
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character over the course of a play could build on the work of this thesis and 
further inform the theory and practice of verse drama in the twenty-first century.  
 
Advising the Players 
 
Although the starting point for this thesis lay in questions about the writing 
process, it became clear at an early stage that my understanding of verse in 
drama from DSOD\ZULJKW¶VSHUVSHFWLYHZDVKHDYLO\UHOLDQWRQDQXQGHUVWDQGLQJRI
how actors might use that verse. Whether or not actors do use the verse in 
accordance with the principles outlined in this thesis does not, in and of itself, 
wholly determine the value of the approach for the playwright. A playwright might 
find the approach useful and value the ability to succeed in creating text that 
affords hyperactive performance choices, even if the script is never performed in 
that way or, for that matter, even if the script is never performed for an audience at 
all. However, the conception of the playwright-as-gamewright is based on the idea 
that the Verse Psychology Game can be played ± and actors are the people to do 
LW,QDGGLWLRQWRWKHSOD\ZULJKW¶VVWDNHLQPDNing verse active, the ability to link 
action-playing and verse-speaking in the manner described in this thesis has the 
potential to be of great benefit to actors themselves, whether they are engaged in 
interpreting a new verse play for performance or whether they choose to play the 
game with texts VXFKDV6KDNHVSHDUH¶V 
 
Within the framework of the Verse Psychology Game, verse rhythm can be 
interpreted on the basis of its performative potential and used to embody the 
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psychophysical sensations of dramatic activities. For an actor working in this way, 
action-playing and verse-speaking are mutually-reinforcing elements of embodied 
performance, rather than competing demands to be carefully kept in balance. 
Furthermore, the process of making plausible, perceivable and playable 
performance choices liberates the actor from the reductive rule-following of some 
contemporary approaches anGWKH³YDJXHDQGZRROO\´WRUHWXUQWR:LOOLDP
*DVNLOO¶VZRUGV imponderables of others.  
 
My analysis and interpretation of Shakespearean verse lines, along with the 
discussion of my own verse constructions, outlines the way in which it is possible 
to use the Anatomical Approach and the principles of the Motion in Poetry 
Metaphor to identify plausible, perceivable and playable performance choices for 
lines of dramatic iambic pentameter. Theoretically, actors could use the same 
system of analysis. Practically, however, this system might be better suited to 
providing an understanding of what actors might do with metrical verse than to 
being used as a tool for actors to employ themselves. Put simply, whilst the aim of 
the Anatomical Approach is always to uncover and examine the experiential 
qualities and performative potential of the verse, mastering a system for analysing 
the technical details of verse construction may be less useful to the actor than an 
LWHUDWLYHSURFHVVRIHPERGLHGµVHQVLWLVDWLRQ¶ 
 
What is needed, then, is a coherent and sequential programme of practical 
exercises to be carried out, not with pen and paper, but through physical 
exploration in the classrooms of drama schools and the rehearsal studios of the 
professional theatre. In this respect, the work of practitioners such as Cicely Berry 
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and Patsy Rodenburg has a great deal to offer, and it may be that by adapting and 
repurposing some of the exercises recommended by these practitioners, links can 
be forged with the principles of the Verse Psychology Game. In this way the 
rhythmic competence of actors can not only be expanded, but also explored in 
relation to the possibilities of hyperactive performance. The processes by which 
actors might gain embodied understandings of these principles and become 
sensitised to the performative potential of metrical verse are comparable to the 
training systems involved in other physical practices such as dance598 and martial 
arts599. These require iterative cycles of physical work that take place over 
considerable periods of time, and the ability of such techniques to affect and 
FKDQJHDQDFWRU¶VSURFHVVHVRIHPERGLHGFRJQLWLRQKDYHEHHQH[Slored by 
contemporary theorists such as Gabriele Sofia600. I suggest that the most fruitful 
way of exploring these possibilities might be through the inception of a long-term 
DFWLRQUHVHDUFKSURMHFWLQWKHIRUPRID³FR-RSHUDWLYHLQTXLU\´601, bringing together 
and drawing upon the skills not only of actors and writers, but of directors and 
acting teachers and those with specialist expertise in voice and movement work 
IRUWKHDFWRU6XFKDSURMHFWPLJKWOHDGEH\RQGDIRFXVRQWKHLQGLYLGXDODFWRU¶V
interpretation of a text and into the collaborative work of the full rehearsal process. 
 
                                                          
598 ƌŝĐĂ^ƚĂŶƚŽŶ ? ‘ŽŝŶŐ ?ZĞ-Doing and Undoing: Practice, Repetition and Critical Evaluation as Mechanisms 
ĨŽƌ>ĞĂƌŶŝŶŐŝŶĂĂŶĐĞdĞĐŚŶŝƋƵĞůĂƐƐ “ůĂďŽƌĂƚŽƌǇ ? ? ?Theatre, Dance and Performance Training 2, no. 1 (1 
March 2011): 86 W98. 
599 'ƌĞŐŽǁŶĞǇ ? ‘ “WƌĂĐƚŝĐĞǁŝƚŚŽƵƚdŚĞŽƌǇ ? PEĞƵƌŽĂŶƚŚƌŽƉŽůŽŐŝĐĂůWĞƌƐƉĞĐƚŝǀĞŽŶŵďŽĚŝĞĚ>ĞĂƌŶŝŶŐ ? ?
Journal of the Royal Anthropological Institute 16 (1 May 2010): S22 W40. 
600 'ĂďƌŝĞůĞ^ŽĨŝĂ ? ‘The Effects of Theatre Training on Cognitive Functions ? in Nicola Shaughnessy, ed., 
Affective Performance and Cognitive Science: Body, Brain and Being (London: Bloomsbury Academic, 2014), 
171 W81. 
601 :ŽŚŶ,ĞƌŽŶĂŶĚWĞƚĞƌZĞĂƐŽŶ ? ‘dŚĞWƌĂĐƚŝĐĞŽĨŽ- ƉĞƌĂƚŝǀĞ/ŶƋƵŝƌǇ ?ŝŶPeter Reason and Hilary 
Bradbury, eds., Handbook of Action Research: Concise Paperback Edition (London: SAGE, 2006), 144-154. 
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I have not discussed the rehearsal or performance of my own play as part of this 
thesis. This is because, for one thing, my role in the professional production was 
that of the playwright. I was not performing in nor directing the piece and to have 
intervened in the processes of other practitioners ± in the sense of trying to 
enculturate them into a new way of working as part of my own research ± would 
have been an unprofessional and perhaps unwelcome course of action. Even if I 
KDGEHHQLQDSRVLWLRQWRGHWHUPLQHWKHQDWXUHRIWKHDFWRUV¶SUHSDUDWLRQVIRU
performance, this new way of working has not yet been fully developed for the 
purposes of a rehearsal room environment. Moreover, a process for training actors 
in the techniques of the Verse Psychology Game could reasonably be expected to 
involve a much longer period of sensitisation than the rehearsal time for this 
production, mounted as part of a repertory season, could have allowed.  
 
Although this was not, therefore, an opportunity to attempt to train or enculturate 
other practitioners into the ways of the Verse Psychology Game, it was an 
opportunity to observe, albeit informally, the extent to which talented professional 
actors might use verse hyperactively as part of their existing processes of 
rehearsal and performance. It would be inaccurate to say that the actors always 
made choices in line with the principles explored in this thesis, but I observed a 
number of instances in which the actors were doing things that one might expect 
them to do if they were consciously engaged in the Verse Psychology Game. This 
in itself should not be surprising. As stated at the outset, actors with high levels of 
rhythmic competence ± gained either intuitively or as the result of long experience 
± may not need to use any method of conscious analysis in order to identify and 
execute rhythmical performances of metrical verse. With that in mind, it is 
conceivable, likely even, that some actors would use verse hyperactively without 
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needing to have any explicit knowledge of the Verse Psychology Game principles. 
It could prove an interesting and enlightening study, therefore, to examine the 
extent to which contemporary professional actors, who have not been exposed to 
the principles of this thesis, make performance choices that could be considered 
plausible, perceivable and playable when working with metrical dramatic verse. 
Such a study might involve extensive analysis of recorded performances by 
professional theatre companies.  
 
Audience Interaction 
 
In this thesis, I have not addressed the ways in which metrical dramatic verse 
might be used to affect an audience. Part of the reason for this is that, as Tsur tells 
us, the impact of verse on the listener depends not only on the way in which the 
verse is constructed on the page but on the way in which that verse is embodied in 
rhythmical performance. The audience does not usually read a dramatic text, the 
DXGLHQFHµUHDGV¶WKHWKHDWULFDOSUHVHQWDWLRQRIWKDWtext and the performances of 
the actors, and so, until one has a group of actors performing verse in accordance 
with the principles of the Verse Psychology Game, it seems necessary to suspend 
considerations of how the impact of the verse on the spectator might reflect those 
principles. Even if a play is performed in accordance with the principles of the 
Verse Psychology Game, the challenges of assessing audience response remain 
considerable. 
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How, for instance, might one isolate responses to the hyperactive use of metrical 
verse from responses to other aspects of seeing a play in performance? Such 
aspects include the construction of the plot, the physical appearance of the actors, 
and the features of the lighting design. These, and numerous other factors, might 
affect the way in which we respond to a particular live performance. I have cast 
GRXEWRQ(OLRW¶VLGHDWKDWWKHHIIHFWVRIYHUVHVKRXOGEHµXQFRQVFLRXV¶EXWWKHUHLV
a difference between the verse intruding on the conscious perceptions of an 
audience member and making the verse the focus RIWKDWDXGLHQFHPHPEHU¶V
attention. To ask audiences to give opinions on the relationship between action 
and verse in performances they witness ± assuming that such a question would be 
intelligible to audience members in the first place ± may well distort the way in 
which the play is viewed and therefore give a false impression of ways in which 
DXGLHQFHVPLJKWµW\SLFDOO\¶UHVSRQG 
 
This raises further questions about who the audience members are, the concepts 
and experiences that they bring with them to the performance and the criteria by 
which they assess what they see and experience. Are we to explore the responses 
of audiences made up of theatre practitioners? Regular playgoers? Theatrical 
virgins? Critics? Smith and Dean note that critical responses to theatre, and all art 
IRUPVFDQEHXQUHOLDEOHLQGHWHUPLQLQJWKHµVXFFHVV¶RUµDUWLVWLFPHULW¶RIDZRUN
noting that man\FULWLFVUHYLOHG3LQWHU¶VHDUO\ZRUN602. On the other hand, the plays 
of Christopher Fry ± much derided by Donoghue as displays of verbal vanity rather 
than dramatic action603 ± were highly praised by many when they were first 
                                                          
602 Smith and Dean, Practice-Led Research, 26. 
603 Donoghue, The Third Voice, 186 W87. 
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presented6040D[ZHOOQRWHVWKDWUHVSRQVHVWRKLVRZQSOD\VKDYHEHHQ³DFHUWDLQ
dizzying cocktail: high praise and low derision, sometimes for the same play, often 
for the same performance ± and therefore cancelling out to little but a wry 
perspective on the business, a genial but total contempt for those munching 
E\VWDQGHUVZKRULVNQRWKLQJDQGDEUDQGQHZEODQNVODWH´605.  
 
I would DUJXHWKDWIURPWKHSOD\ZULJKW¶VSHUVSHFWLYHRQHRIWKHadvantages of the 
Verse Psychology Game framework is precisely the fact that it provides a set of 
criteria by which to judgHDVSHFWVRIRQH¶VRZQZRUN+RZHYHUWKLVGRHVQRt tell 
me if and how the verse is affecting the audience. One possible avenue of 
exploration would be to follow the growing trend of neuroscientific investigations 
into the work of performers and the responses they elicit in their audiences. So 
popular has it become to link theatre practice to neuroscientific research that some 
KDYHIHOWWKHQHHGWRFDXWLRQXVDJDLQVWWKHµQHXURPDQLD¶WKDWKDVVZHSW
contemporary performance theory606. However, I submit that neurophysiological 
responses to the Motion in Poetry Metaphor, in both actors and audiences, would 
be well worth examining.  
 
The discovery and study of mirror neuron systems in apes (and their putative 
existence in the human brain)607, for example ± reported as causing the brain to 
imitate the ³JRDO-GLUHFWHGERGLO\DFWLRQV´608 observed in the behaviour of others ± 
                                                          
604 Hinchliffe, Modern Verse Drama, 53. 
605 Maxwell, On Poetry, 130. 
606 NicolĂ^ŚĂƵŐŚŶĞƐƐǇ ? ‘KƉĞƌĂƚŝŶŐŝŶ^ĐŝĞŶĐĞdŚĞĂƚƌĞƐ ?ŝŶShaughnessy, ed., Affective Performance and 
Cognitive Science, 9 W13. 
607 'ŝĂĐŽŵŽZŝǌǌŽůĂƚƚŝĞƚĂů ? ? ‘WƌĞŵŽƚŽƌŽƌƚĞǆĂŶĚƚŚĞZĞĐŽŐŶŝƚŝŽŶŽĨDŽƚŽƌĐƚŝŽŶƐ ? ?Cognitive Brain 
Research, Mental representations of motor acts, 3, no. 2 (March 1996): 131 W41. 
608 Christian Keysers, The Empathic Brain (Kindle Edition: Social Brain Press, 2011), 165. 
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might have light to shed on the perception of purposeful movements in the 
rhythms of metrical verse. Investigations have begun into whether the use of the 
conceptual metaphors discussed by Lakoff and Johnson has a measurable 
neurophysiological impact on the behaviour of the brain609. If it could be shown 
WKDWDQDFWRU¶VSHUFHSWLRQDQGVXEVHTXHQWUK\WKPLFDOSHUIRUPDQFHRID3UHVVLQJ
verse line, for instance, fired neurophysiological responses in speaker and/or 
listener that imitatHGRUµHFKRHG¶WKHUHVSRQVHVDVVRFLDWHGZLWKWKHHQDFWPHQWRI
such a physical movement, then this would provide new insight into the impact of 
verse on actors and audiences, without becoming confused with broader 
questions about the overall experience of watching a particular production of a 
play.   
 
Playing On 
 
I suggest, then, that there are at least four ways in which I and others might 
expand on the work of this thesis: 
 
1. Widening the scope of the Verse Psychology Game as a framework for 
metrical composition and analysis, so that it can be used to explore verse 
drama at the macro as well as the micro level and thus address questions 
of character and relationships alongside those of moment-to-moment 
action-playing. 
                                                          
609 sŝƚƚŽƌŝŽ'ĂůůĞƐĞĂŶĚ'ĞŽƌŐĞ>ĂŬŽĨĨ ? ‘dŚĞƌĂŝŶ ?ƐŽŶĐĞƉƚƐ PdŚĞZŽůĞŽĨƚŚĞ^ĞŶƐŽƌǇ-Motor System in 
ŽŶĐĞƉƚƵĂů<ŶŽǁůĞĚŐĞ ? ?Cognitive Neuropsychology 22, no. 3 W4 (1 May 2005): 455 W79. 
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2. Adapting the principles of the Anatomical Approach to metrical analysis and 
interpretation to the needs of actor training and performance practice. This 
might involve a long-term action research project in the form of a 
³FRRSHUDWLYHHQTXLU\´EULQJLQJWRJHWKHUDQGGUDZLQJXSRQWKHVNLOOVRI
actors, directors and instructors with specialist expertise in movement, 
voice, Stanislavskian acting and the techniques of the Laban-Malmgren 
System.  
3. Conducting a survey of contemporary performances of verse plays to 
determine the extent to which twenty-first century actors make performance 
choices that could be considered as adhering to the principles of the Verse 
Psychology Game and in order to examine, if and when actors do work in 
this way, whether there might be particular connections to existing training 
systems and/or professional rehearsal practices.  
4. Exploring the neurophysiological effects of the Motion in Poetry Metaphor 
on writers, performers and audiences. Such a research project would join 
the tradition of collaboration between neuroscientists and performance 
practitioners that has proved so fruitful in the early twenty-first century. 
 
The original contribution of this thesis is to redefine the relationship between 
dramatic verse and dramatic action, to demonstrate that I, as a contemporary 
playwright, can learn to understand and experience metrical dramatic verse as 
embodying the sensations of dramatic activities, and to provide a framework within 
which other practitioners, by employing and adapting these methodologies, might 
learn to do the same. My contention is that the theories and techniques of the 
Verse Psychology Game have the potential to reinvigorate the use of metrical 
verse in twenty-first century British theatre practice, providing ways of making and 
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mining a verse text that are not mere ³H[HUFLVHVLQDUFKDHRORJ\´610, but that break 
new ground and lay the foundations for exciting future developments. Steiner 
concluded that efforts to create verse plays for the contemporary theatre were 
³DWWHPSWVWREORZILUHLQWRFROGDVK,WFDQQRWEHGRQH´611 I conclude that the ability 
to understand and experience metrical verse as embodying dramatic action is a 
spark of new fire, and that original material composed on that basis has the 
potential to burn bright on the contemporary stage. It can be done. TKHJDPH¶V
afoot ± or perhaps a series of feet ± and all we need do is play. 
 
  
                                                          
610 Steiner, The Death of Tragedy, 305. 
611 Ibid. 
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Appendix I: Excerpts from The Lady of the Lake 
 
A: Excerpt from Act 1, Scene 1 
 
MORGAN  Lady, do not look so angrily. 
 
ARGANTE  And how were you expecting me to look? 
   Do you deserve a warmer welcome, child? 
   / ?ŵƚŽůĚǇŽƵ ?ǀĞďĞĞŶĐĂǀŽƌƚŝŶŐŝŶĂƌůŝƐůĞ ? 
 
MORGAN  Cavorting? 
 
ARGANTE   Ay, cavorting! 
 
NIMUE      Oh, cavorting? 
/ ?ŵŶŽƚƐƵƌĞ/ ?ǀĞ ‘ĐĂǀŽƌƚĞĚ ?ŝŶŵǇůŝĨĞ ? 
   But please, lady, teach me to cavort  W 
   It sounds the sort of thing that I might like. 
 
ARGANTE  That city is no place for pretty girls. 
 
NIMUE   &Žƌ ‘ƉƌĞƚƚǇŐŝƌůƐ ? ?tĞ ?ƌĞĂƵŐŚƚĞƌƐŽĨƚŚĞ>ĂŬĞ ? 
 
ARGANTE  You are, my child, when you are by the lake, 
   But tramping through the puddles of Carlisle 
   Like two-a-pĞŶŶǇƚƵŐŐĞƌƐŽĨŵĞŶ ?ƐƐůĞĞǀĞƐ ? 
   Painted like April Maypoles  W  
 
NIMUE       tĞ ?ƌĞŶŽƚǁŚŽƌĞƐ ?
 
MORGAN  tĞ ?ƌĞĐŚŝůĚƌĞŶŽĨƚŚĞ'ŽĚĚĞƐƐ ? 
 
NIMUE       Ay! 
 
ARGANTE       Indeed? 
Much good may that do you in Carlisle. 
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B: Excerpt from Act 1, Scene 3 
 
NIMUE   Tell me why she hates me! 
 
MORGAN      ^ǁĞĞƚ ?ƐŚĞĚŽĞƐŶ ?ƚ ? 
She loves you, as I love you, as the world 
Will love you when it sees you in your role: 
The May Queen, Bride of Beltane, Nimue! 
 
NIMUE   WĞƌŚĂƉƐ/ ?ŵŶŽƚĂƐƐƉĞĐŝĂůĂƐǇŽƵƚŚŝŶŬ ? 
   WĞƌŚĂƉƐ/ ?ŵstupid! 
 
MORGAN     And what would that make me? 
   A dunce? A clod? 
 
NIMUE     / ?ŵƵŐůǇ ? 
 
MORGAN     dŚĞŶ/ ?ŵďůŝŶĚ ? 
   Telling me you lack beauty makes less sense 
   Than telling me that Rheged needs more rain, 
   tŚŝĐŚďǇƚŚĞǁĂǇŝƚĚŽĞƐŶ ?ƚ ?tĞŚĂǀĞůĂŬes 
   Enough without you adding to them. See? 
   ^ĞĞĞǀĞŶǁŚĞŶǇŽƵ ?ƌĞĐƌǇŝŶŐ ?ĞǀĞŶƚŚĞŶ W 
   And I think this is terribly unfair  W 
   Your beauty is embarrassing. Look here: 
   Tears make your eyes, as ripples make still ponds, 
   More perfect in the moments when they settle. 
   But I, if I should ever shed a tear, 
   Am instantly abominable  W ŝƚ ?ƐƚƌƵĞ ? 
   I look like something dredged up from the deep, 
   Like something mythological. I do. 
   So you must be the princess of this tale 
   And that makes me the monster  W do not laugh! 
   / ?ŵƚƌǇŝŶŐƚŽďĞƚĞƌƌŝĨǇŝŶŐ ? 
 
NIMUE      No, 
   / ?ǀĞƐĞĞŶǇŽƵďĞŝŶŐƚĞƌƌŝĨǇŝŶŐ ? 
 
MORGAN     Yes, 
   ŶĚ/ĚŽŶ ?ƚƚŚŝŶŬǁĞŶĞĞĚƚŽƚĂůŬŽĨƚŚĂƚ ? 
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C: Excerpt from Act 2, Scene 4 
 
NIMUE   /ĚŽŶ ?ƚŶĞĞĚůŽǀĞ ?/ŶĞĞĚǇŽƵƌůŽǇĂůƚǇ 
   And I will see you swear it, sir, on this. 
 
OWAIN   KŶƚŚŝƐ ?ƉƌĞƚƚǇĚĂŐŐĞƌ ? 
 
NIMUE       Ay, on this. 
 
OWAIN   What is it you offer in return? 
   /Ĩ/ ?ŵǇŽƵƌĐƌĞĂƚƵƌĞƉĞƚŵĞ ?ŝĨ/ ?ŵŶŽƚ 
   Then you are not my master, and be warned 
   You shall not shake my muzzle from your flesh. 
 
NIMUE   Oh, I will strike and stroke as you deserve, 
   But bite me and I will see you destroyed. 
 
OWAIN examines the dagger, smiles and kisses it. NIMUE pats him on the head and turns to leave. 
 
OWAIN   No more reward for my obedience? 
 
NIMUE   As cats with kings, thus with dogs and queens 
   ŶĚŚĞƌĞŝƐƚŚĞŝŶĚƵůŐĞŶĐĞǇŽƵ ?ůůƌĞĐĞŝǀĞ ?[Steps out of her soiled dress] 
   Arrest the witch on my authority. 
   Soft mouth, boy; I would have her here intact. [Exit] 
    
OWAIN   How ŚŝŐŚ ?ƉƌŽƵĚƌƚŚƵƌ ?ƐĂŶŐĞů ?ǇŽƵĚĂƌĞĨůǇ 
   On waxen wings, as though there were no heat 
   Above you, in you  W ay, or under you  W 
Ƶƚ/ǁŝůůƐĞĞǇŽƵƉůƵŵŵĞƚ ?/ ?ŵĂůůĨŝƌĞ ? 
   And oh, my dripping mistress, how you melt.  
   /ŶŽůĚǁŝǀĞƐ ?ƚĂůĞƐĚŝƐŐƵŝƐĞƐĨool all men 
   But now, young whore, your story wears so thin 
   That I can see my fingers through it!    ?^ŶŝĨĨƐEŝŵƵĞ ?ƐĚƌĞƐƐ ? 
   ^ŵĞĂƌƐŽĨƐŚŝƚĐĂŶ ?ƚƐŵŽƚŚĞƌŽƵƚƚŚŝƐƐĐĞŶƚ 
   Of sun-spiced skin and hedge-warm elderflower  W 
   I drowned in it at Beltane!  W this hot stench 
   Of sulphur, fear and cunt-grease  W I know you. 
   Oh ay, great queen, I know you, I know you! 
   On May Day when the May Queen made me thus 
   You stammered and you stuttered, cried for help 
   Like some neglected child whose soft dad 
   Never struck her hard enough  W And, what? 
    What does our sweet princess whine for now? 
   Your lady to be shackled? So be it.  
   &ŽƌŽŶĐĞƚŚĞŚĞĂĚŽĨǀĂůŽŶ ?ƐŚĂĐŬĞĚŽĨĨ 
   dŚĞƌĞ ?ůůƐƚŝůůďĞƚŝŵĞƚŽŵƵƚŝůĂƚĞŝƚƐĐŽƌƉƐĞ ? 
   So though this tale is destined to be mine 
   / ?ůůůĞƚǇŽƵƌůŝƚƚůĞĐŚĂƉƚĞƌƌƵŶŝƚƐĐŽƵƌƐĞ ? 
   I go to do your dirty work, my queen, 
   Whilst you scrub stains too stubborn to come clean. [Exit] 
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Appendix II: Biographical Note 
 
Benjamin Askew trained as an actor at Drama Centre London. Theatre credits 
include: 7KH:LQWHU¶V7DOH:H7KH3HRSOH/RYH¶V/DERXU¶V/RVW6KDNHVSHDUH¶V
Globe); 7KH7HPSHVW$0LGVXPPHU1LJKW¶V'UHDP(Shakespeare at the Tobacco 
Factory); Romeo and Juliet (Creation Theatre); The Mousetrap 6W0DUWLQ¶V
Theatre, West End); &KDUOH\¶V$XQW(Menier Chocolate Factory/Theatre Royal, 
Bath); /DG\:LQGHUPHUH¶V)DQ(Manchester Royal Exchange); Smith (InSite 
Performance); 1RLVHV2IIµ7LV3LW\6KH¶VD:KRUH+D\)HYHU.HHS6PLOLQJ
Through, See How They Run, The Shape of Things (Theatre by the Lake). Radio 
credits include: Pilgrim, The Siege of Krishnapur, Our Mutual Friend, Restless, 
/DG\$XGOH\¶V6HFUHW:HLUG7DOHV:HOFRPHWRWKH:DVWHODQG(GZDUG,,
Farewell Symphony and Wedding Dresses (all for BBC Radio Drama).  
 
He is also a graduate of the Young Writers¶ Programme at the Royal Court. Writing 
credits include: The House of Gingerbread (Edinburgh Fringe/Arcola Theatre); In 
Bed With Messalina (Eyestrings Theatre Company/Drama Centre London); Love 
in the Time of Texting (Theatre503); Necessary Evil (Menagerie Theatre 
Company/The Junction Theatre, Cambridge/Soho Theatre); The Lady of the Lake 
(Theatre by the Lake). 
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